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I do feel that in America the most valu-
able thing in life is possible, the develop-
ment of the individual and his creative 
powers. 11 
Albert Einstein 
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CRAFTER I 
STATEMENT OF THE PROBLEM 
The purpose of this study was to stimulate, develop, and 
evaluate various motivational methods using sound and music 
for stimulating the creative writing abilities of third and 
sixth grade children. 
A set of six lessons plans was designed for use in the 
third grade; a comparable set of six plans was also construe-
ted for the sixth grade level. The plans were administered 
over a six week period to 47 children in order to promote and 
free the flow of ideas from within. Discussion; questioning; 
and devised techniques were used as sensory bridges between 
the listening and the writing. 
The stories were then evaluated for originality, vocabu-
lary, organization and elaborative writing a0·cording to the 1/. . 
Anderson Scale.- The basic skills of language, such as capi-
talization, punctuation, and spelling, were put aside for a 
proof-reading lesson after the creative writing was done. 
This was done because the most. important purpose of this stud 
was the outflow of creativity. 
The authors were well aware of the need for developing 
techniques which would stimulate children in the area of ' ·.' .. >·· 
1/Eleanor Margery Anderson, et al., Construction and Evalua-
tion of a Scale for Creative Writing, Unpublished Master's It Thesis, Boston University, 1957. 
~--=--·=-==~~-======-==c:==~====··-,~-·=:::===- - === 
-1-
Boston University 
School of Education 
Library 
===IF-===--=== 
2 
creative expression. They hoped that these series of lessons 
would aid in the release of inner feelings which would result 
in creative self-expression. 
CHAPTER II 
REVIEW OF THE LITERATURE 
"What is creative writing? 11 Many people are apt to call 
any written work creative if it has a slight variance from 
the advised form of school composition of the olden days. 
There are many points of view as to what creative writin 
is; however, most definitions fall into twn. main categories. 
Some authorities state that creative writing is nothing more 
than original expression or ideas, while other authorities 
stress that creative writing is putting down ideas which are 
personal and which come from within one's self. 
1/ 
Dawson- makes this difference clearer when she states: 
HTo some extent authorities disagree as to what 
constitutes creative language. Some insist that the 
ideas expressed must be unique, that the phrasing of 
them must be completely original, and that presumably 
there is nothing utilitarian in the purpose of the per-
son expressing these ideas. Creativity, in their opin-
ion, resides in the ability to think up viewpoints or 
conceptions that have not been expressed before, or to 
phrase an old idea in an entirely fresh manner. 
Other authorities are less insistent on uniqueness; 
they maintain that whatever a person says in his own 
individual way, even for utilitarian purposes, is crea-
tive.'' 
~I 
Lee and Lee- stress originality in their feelings 
l/Mildred A. Dawson, Teaching Language in the Grades, World 
Book Company, Yonkers on Hudson, New York, 1951, p. 245. 
2/Murray Lee and May Lee, The Child and His Curriculum, 
I Appleton-Century-Crofts, Inc., New York, 1950, p. 626. 
-3-
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ncreative writing is essentially original, the 
child's own. He must not consciously imitate either in 
thought or style. If there are to be changes made dur-
ing the process, they must be made by the child as he 
sees the need through skillful questioning. The real 
importance of the writing is in the organizing and put-
ting in words the ideas and thoughts of the child.tt 
1/ 
.According to Tidyman and Butterfield- •.•• 11 originali ty 
of ~xpression is a desired quality of 'nearly all language 
work and some authors and teachers regard originality as the 
quality that identifies creativeness.n 
2/ 
This quality of originality is described by Baker,- who 
explains that: 
"Some people have a refreshing individual quality 
in their speaking and writing which characterizes it as 
their own. These people have developed the ability to 
think for themselves, to analyze their thoughts and to 
express their ideas, attitudes, and experiences in a man 
ner that gives satisfac:tion to them and stimulates a re-
action in others. We say they express themse~~es crea-
tively. The very young child expresses himself crea-
tively; his thoughts are his own and he expresses them 
uniquely. 11 · 
Authorities are not in complete agreement concerning the 
idea of originality. Some authors direct their thoughts to 
originality of ideas while others stress originality of ex-
3/ 
pression. Going along with the latter point, Lee and Lee 
have this to say: n •••• in one sense, all writing that is not 
1/Willard F. Tjdyman and Marguerite Butterfield, Teaching the 
Language Arts, McGraw-Hill Book Co., Inc., New York, 1951, p. 
189. 
2/Murray Lee and May Lee, ~cit., p. 624. 
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dictated or copied is creative. It is original, a new combi-
nation of words for the child. 11 
;1:/ 
Tidyman and Butterfie!l&- further their idea of original 
ity of expression by_saying that: 
that: 
"Very few thoughts are original in that they are 
expressed for the first time; originality consists to 
some extent in the selection, appropriations, and adap-
tions of the thoughts and feelings of others. Sincerity, 
convictions, and personal acceptance are thus involved. 11 
2/ 
Anderson- describes originality of ideas by stating 
nThe originality which we may expect from a writer 
is newness which is derived from the rearrangement of ol 
or familiar materials. Probably no one can think pf som 
thing really novel. As one philosopher once put it, eve 
if a person did deliberately attempt to create in his 
mind an animal, for example, which was really new made 
from materials which no one had ever seen or imagined be 
fore, he would find it impossible. He would necessarily 
resort to rearrangement of old materials; that is, he 
would imagine the head of a horse on the body of a man 
with the tail of a dog. The resulting chimera would cer 
tainly be new from one's :point of view, but so far as 
materials go, it is merely a new ordering of familiar 
materials. Rearrangements of materials, then, may accep 
tably constitute originality. 11 
On the other hand, many authorities define creative writ 
ing in a different manner. Many authors feel that when a 
child expresses himself creatively he is interpreting his per-
sonal inner feelings. It is his own contribution. It cannot 
be forced from within by assigned topics, but it must come 
freely from within. 
l/Willard F. Tidyman and Marguerite Butterfield, op. cit., p. 
189. 
2/Donald G. Anderson, 11Wri ters Are Made, 11 Elementary English, 
~January, 1951), 28:26. 
6 
===--=-- -~=="''·""' ~;h:;"~~gh=~~~~ti;~--;~i~ti~g·'''t:h~'~hfid_i_~--:r;;;;:i~h~-d:";;;_==;~t~~= -~=--=--==-~==-"= 
. l/ 
let for his thoughts, ideas and inner emotions. Crossley-
has this to· say about creative writing: 11 •••• is a recognitio 
of the wortn of experiences, a desire to share inner feelings 
and reactions, and a sensitivity to the need for expressing 
oneself in such a way the experience is truly explained 
through the medium of words. 11 
2/ 
Applegate- defines creative ideas as: 
n •••• those we believe in so strongly that they poun 
on the inner door to be released. If we feel these 
ideas, we can be taught to write it. Writing without 
feeling is anemic and bloodless, and the writer has no 
pride in it. Creative writing, then, is writing that 
pushes itself out of a bed of ideas. 11 
2/ 
Burrowp: and her associates explain that creative writ-
ing comes from an inner urge to write. They state: 
11 Many of the stories that children write for their 
personal pleasure are prompted by an inner urge rather 
than e~ernal compulsion; it works marked changes in the 
thinking and feeling of .the young writers. It stirs and 
stretches their imagination, it develops a sense of ease 
in handling language, and it encourages the desire to 
make words say what they want them to say.tt 
4/ . 
BUrrows- goes on, and relates that creative writing 
should be applicable to every s:O.hool child as well as any 
1/B. Alice Crossley, ttCan We Help Children to Write, 11 Journal 
of Education, Research Bulletin (February, 1957), Volume 139, 
p. 13, Boston University School of Education. 
2/Mauree Applegate, Helping Children Write, International 
Textbook Co., Scranton, 1949, p. 1. 
2/Alvina Burrows, et al., They All Want to Write, Prentice-
Hall, Inc., New York, 1952, pjj. 85-86. 
~/Alvina Burrows, et al., op. cit., p. 8. 
7 
.form o£ writing: 
11 Creative writing must be thought o£ as a composi-
tion in which the child is .free to select his subject 
matter and determine the length and .form in which J!i,±,a. 
writing will appear. Conceived in this way, creative 
writing will not be coruined to poetry or any other .form 
o£ expression; nor will it be considered the prerogative 
o£ gi£ted children. 11 
Experiences are made more meaning£ul i£ children are 
given an opportunity to express themselves as tney see £it. 
1/ 
Snyder- takes this into consideration when she reiterates: 
HChildren and creativity go hand in hand. That is 
the £ascinating part o£ teaching children. The teacher 
does not need to teach the children to be creative, nor 
to direct them or show them how to be creative. Crea-
tiveness is there inside them; it is the way-in which 
they interpret li£e as it is meaningful and rich to them. 
What we love we want to write about, sing about, express 
in rhythmic movements, or to tell, somehow, over and 
over. Each one of us has something to say that is innat 
within one's self, £or each o£ us is individual and di£-
£erent from anyone else. That is why we say creativity 
is individual, that creative thinking first comes £rom · 
the individual and ·later is stimulated and encouraged by 
group pla:D..ning and action. t1 
2/ 
A similar sentiment is expressed by Conrad- in the £ol-
lowing: 
"Writing is not to be called creative because it 
indulges in £lights o£ £ancy, nor because it seeks to 
attain a poetic or a literary flavor of language. In 
what we here distinguish as creative writing, the_ source 
of the material is within the students' real or imagina-
tive experiences, and the writing is £ree in the-sense 
that the student has chosen his own material and is seek-
ing his own most adequate £orm o£ expression. Creative 
writing is not made simply out o£ words and no amount o£ 
training in language manipulation will ever quite produce 
it. It is made out o£ the movement, the ebb, and the 
J:./Alice M •. Snyder, Creating Music with Children, Mills Music 
Inc., New York, 1957, p. 5. 
2/Lawrence Conrad, Teaching Creative Writing, Appleton-Century 
Crofts, Inc., New York, 1937, p. 17. 
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flow, of everything that is significant and arresting in 
the mind and the life of the :person who :pro due es it. '' 
The expression of inner or :personal experience is 
. 1/ 
stressed by Hatfield- when he says creative writing is: 
11 
•••• the translation of exoerience into words. It 
occurs when a :person recognizes-the dignity of his own 
experience, and when he imposes upon his experience the 
discipline of expression in an effort to share it with 
others. Creative expression is differentiated from othe 
forms of composition by the absence of an external or 
utilitarian motive by the fact that it is done :primarily 
for its own sake, and :proceeds from experience which is 
recognized as :possessing intrinsic rather than ':practi-
cal' value. 11 
A complete :picture of creative expression-is given when 
2/ 
Hildreth- writes: 
"Creative expression in any art form reveals the 
child's :personality, his originality, his individuality. 
One :purpose in encouraging free expression in writing is 
to give children outlets for feeling, spontaneous crea-
tivity, with ideas expressed in words in a medium avail-
able to everyone. The child's stored up ideas become th 
chief source of creative writing effort. Creative ex-
pression in writing·can be done in every :phase of school 
learning, in every area of study--science, social stud-
ies, dramatics, music, art, even health and safety.n 
The authors of this study believe that creative writing 
is the inner feelings of a child that are brought forth from 
the seeds of many experiences. Creative-writing comes from a 
:person who feels, thinks, sees, and reacts in a climate of 
freedom, encouragement, and appreciation. 
~/S. Wilber Hatfield (Chairman), An Experience Curriculum in 
English, Report of the Curriculum Commission of the National 
Council of Teachers of English, Appleton-Century-Crofts, Inc., 
New York, 1935, :p. 110. 
g/Gertrude H. Hildreth, ttinterrelationshi:ps Between Written 
Expression and the Other Language Arts, 11 Elementary English, 
(January, 1954-), 31:4-5. 
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2. Objectives of Creative Writing 
Creative writing is one means of developing the inner 
feelings of children. The school's purpose in creative writ-
ing is not to prepare youngsters to become professional writ-
ers, but to develop each pupil's ability to value his experi-
ences, and the translation of his experiences into words. 
Many writers in the field of creative writing have liste 
objectives or values for this form of writing. These objec-
tives or values are not always in agreement because each ex-
pert selected their value as a result of his own research. 
1/ 
Hatfield- states the following objectives in stimulatin 
creative writing: 
111. To help the value of their own experiences. 
2. To amplify the range of pupil's experiences. 
3. To improve the quality of pupil's experiences 
by encouraging more discriminating observations. 
4. To aid pupils to fit words to details of experi 
ences. 
5. To help pupils,discover suitable forms for the 
transfer of experiences." 
2/ 
Witty- states that there are really three basic uses or 
functions which creative writing serves: 
111. Creative writing enables the child to transcrib 
a record for his significant experiences. 
l/Wilbur ·W. Hatfield (Chairman), An Experience Curriculum in 
English, English Monograph No. 4, National Council of Teacher 
of English, Appleton-Century-Crofts, Inc., New York, 1935, pp. 
112-113. 
g/Paul Witty, 11 Creative Ex:pression Through Composition,n Edu-
cational Methods, (December, 1940), 20:139. 
=-=-=--=ll====-=--·=·--=--=""==--=-===-==--=--==-='=" ====-=·=· =·=-=-=· ·=-
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2. It also enables the child to communicate, share 
or exchange his experience with an interested group. 
3. Finally, creative writing enables the child to 
obtain release and expression for deep feelings and 
highly personal reactions. tr 
The ideas of observation and experiences are further 
1/" 
developed by Baker- when she expresses her ideas on the val-
ues of creative writing: 
11 Creative expression is a builder of confidence. 
The child who sees his poem or story in print realizes 
that he has said something worthwhile--that'his thoughts 
are important enough for others to write down. 
Creative writing stimulates observation which in 
turn relates experiences of the child. Young children 
are keen observers; they notice details which the averag 
adult does not see. The habit of creativeness encourage 
and tends to keep alive this trait, for it keeps childre 
searching for information to further their creative in-
terests. 
Creativeness will encourage independent thinking an 
to express his thoughts adequately." 
2/ 
Sister Mary Patricia- formulated the following objec-
tives so that she can guide, create, and direct freshness of 
thought and the oral and written expression of these thoughts. 
111. To gain a better understanding of children 
through creative writing •. 
2. To guide children in the art of creative expres 
sion. 
3. To further oral and written expression as a 
means of appreciation of creative expression. 
4. To instill in others a deeper appreciation of 
freshness and thought. 
g/Sister Mary Patricia, 11Unit on Creative Expression,rr Catho-
lic School Journal (September, l956), 56:220-222. 
ll 
5~ To bring out latent creative powers as a means 
of preparing students to write for future levels. 
6. To provide children with an emotional outlet. 11 
A somewhat different list of objectives for encouraging 
children in the efforts at creative writing points up the 
contribution of creative expression to other more practical 
language activities. 
l/ 
This is shown in McKee's- list of objectives when he 
expresses that creative writing promotes the following: 
111. To develop individual personality by furnishing 
opportunities for the expression of feelings and ideas. 
2. To provide a means for using leisure time pro-
fitably by making children more independent and self-
reliant in the field of language expression, which in 
turn would enrich their lives. 
3. To draw out and promote any natural ability tha 
children may have in language expression. 
4. To help children appreciate good literature 
through their own attempts at literary production, which 
usually leads to better u_~derstanding of the writings of 
others." 
A child may express his deepest feelings and longings in 
a story or poem. He may leave his own inadequacies and weak-
nesses and the restrictions of his environment behind him and 
do or be in imagination what he truly longs to be. Free writ 
ing can help teachers understand children. It can also help 
children to work through some of their problems, thus gaining 
confidence and appreciation of their own potentialities and 
the worth of their own ideas. 
l/Paul McKee, Creative Writing, Language Service Bulletin, 
Houghton Mifflin Company, no date, p. 3. 
12 
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Cooper-. stresses the therapeutic value of creative writ 
ing when she declares: 
"The child who expresses his feelings and thoughts 
in words gains the same kind of benefit as does the chil 
who expresses his personality in painting and drawing. 
That one of the ways for helping children to good 
emotional adjustment is to provide them with satisfactor' 
outlets for strong feelings through creative artistic 
endeavor. 
Two important educators who have made use of the 
emotional outlet value of creative writing are Cole and 
Baruch. In her creative writing program, Natalie Cole 
has encouraged children to write realistic materials 
about situations that bother them at home. Dorothy 
Baruch has also demonstrated the interesting creative 
work which can result when children are released from 
taboos regarding their written expression. She points 
out that children should be allowed to write about thing 
that are mean and 'not nice.'rr 
2/ 
Wilt- agre~s with Cooper by stating, 11 •••• for the child 
telling his own story in his own way may have_great therapeu-
tic value. It may be the escape valve for the pent-up steam. 
Through the child's unique expression one may hope to know 
and understand him better. 11 
3/ 
Herrick and Jacobs- declare that creative writing can 
have a favorable effect on a child's personality. They say: 
''Creative expression furnishes emotional outlets fo 
the joys and frustrations children normally experience. 
In the realm of imagination they can be what they want 
,!/Jane Wilcox Cooper, 11 Creative Writing as an I!:l:Q).otional Out-
let,tt Elementary English (January, 1951), 28:21. 
g/Miriam E. Wilt, Creativity in the Elementary School, 
.Appleton-Century-Crofts, Inc., New York, 1959, p. 2. 
}/Virgil E. Herrick and Leland B. Jacobs, Children and the 
Language .Arts, Prentice-Hall, Inc., Englewood Cliffs, 1955, p. 
8. 
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to be, yet cannot quite achieve. In creative and imagi-
native ways, they can respond to the world of nature, of 
animals and of home or school. They can escape from the 
routine existence of daily life, or they can come to 
grips with it. 11 
l[ 
Witty- says that creative expression aids in the emo-
tional development of the child as well as sharing the person 
al experiences for others to enjoy. He determines that: 
11Expression of interest and of need through creativ 
writing is often helpful in alleviating problems as well 
as in engendering interest and in promoting more effec-
tive expression~ 
The importance of creative endeavor is somewhat 
generally recognized at the present time as an anecdote 
for many phases of our mechanized culture in which indi-
vidual expression is often subordinated to pursuits asso 
ciated with purchase reaction and entertainment via mass 
media. In fact, some educators assert that creative 
writing is a requisite today for desirable development, 
effective personal adjustment, and good mental health in 
children and youth. 11 
Exposure to creative expression can begin in the first 
grade when a child tells a story about a picture and this 
story is recorded on the blackboard by the teacher. Thus do 
children very easily discover that writing is a satisfactory 
experience, and the desire to put thoughts down on paper is 
carefully fostered, even before the child begins to write. 
The value or objectives of a good creative writing pro-
gram as believed by the authors of this· thesis are: (l) to 
sharpen a child's observation which in turn relates experi-
ences of the child, (2) to release tension in children so tha 
they can allow their ideas to flow freely, and (3) to make 
1/Paul Witty, 11Some Values of Creative Writing, 11 Elementary 
Engiliish (March, 1957), 34:145. 
'==-·-=---·---· 
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children enjoy the release which comes £rom creative expres-
sion. 
The above objectives or values can be achieved i£ a 
pupil-teacher relationship existed, in which each member o£ 
the class £eels accepted as an individual. The child is the 
one who creates a story or poem, but it is the teacher who 
\ 
helps develop it. 
2. The General Climate £or Creative Writing 
How can children be helped to respect the resources o£ 
their own minds and to improve the quality o£ their thinking 
and feeling and their skill in expressing them?' 
1/ 
According to Strickland,- the £irst requisite £or any 
program which includes creative expression is 11 a relaxed and 
happy teacher-child relationship and wholesome, £riendly re-
lationship between children. 11 
2/ 
She- states £urther that: 
"Children are so highly sensitive to the emotional 
and social climate o£ a classroom, that £ew can be per-
suaded to bring £orth their inner thoughts and £eelings 
unless they £eel reasonably sure o£ sympathetic response 
Children need assurance that their e££ort will not be 
laughed at, criticized, or made the subject o£ too much 
attention either £rom the teacher or £rom their peers." 
An essential in creative expression is a nurturing class 
2./ 
room atmosphere. Dawson, in reiterating this idea, states 
that: 
1/Ruth G. Strickland, The Language P~ts in the Elementary 
School, D. C. Heath and Company, Boston, 1957, p. 291. 
2/0~. cit., p. 291. 2/~tildred Dawson, op. cit., p. 249. 
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that she is interested in what he has to say, that he c 
trust her to understand and appreciate whatever he has t 
offer. Likewise, she must see that the other children 
are interested in his efforts, that they will never rid-
icule or belittle his stories no matter how crude the 
early results may be. 11 
The classroom atmosphere should operate to encourage the 
student to produce something really fine, and to have no hesi 
tancy, no shyness, no self-consciousness about it. 
l/ 
Conrad- declares that: 
11 The setting should make the student feel secure, 
so that he is willing to put down on paper, and to offer 
to his teacher and his fellows, thoughts and impressions 
and modes of expression that are less common than the 
current coin of his daily intercourse. 11 
2/ 
Conrad- states further that: 
11 The setting for a class in creative writing should 
provide an atmosphere in which the students can believe 
that his own thoughts and his own experiences and his 
own feelings are intensely real and are as important as 
anything he might read out of a boo$:. rr 
The classroom climate should also provide the following 
3/ . 
ingredients, says Buckley:- 11Acceptance, respect for anoth-
er 1 s ideas, provision of time, opportunities, and materials, 
are the ingredients which encourage a child to be creative in 
his writing.~~ 
In the climate for creating, the teacher sets the tone. 
She willingly and uncritically accepts any pupil 1 s contribu-
tion wherever possible. She tries to find some use for it, 
!/Lawrence H. Conrad, op. cit., pp. 23-24. 
2/Ibid., pp. 23-24 • 
.2./Helen E. Buckley, ttChildren Communicate Tbrough Writing, 11 
Childhood Education (Tiecember, 1956), 33:162-164. 
16 
some value for it. 
A class held in tight rein has difficulty because the 
children are so afraid of being wrong that they will not try. 
1/ 
Wilt- says 11 •••• to encourage as many learning situation 
as possible where the free relaxed atmosphere of experimenta-
tion can be fostered. To make a mistake is part of being 
creative.n 
2/ 
Wilt- suggests that: 11Here the teacher must patiently 
and sympathetically establish a climate for creating. 11 
The modern teacher insists more upon 11 environment u rathe 
than upon courses of study--the-one-for-all, because creative 
teaching demands an exposure to an influence. 
3/ 
Mearns- explains that this environment or climate for 
creative writing referred to 
11 
•••• means all those influences--art product, child 
performance and group performance, constructive materi-
als, physical organization that permits freedom, admini-
strative attitude toward control, teacher attitude towar 
the creative life, teacher suggestion that provokes cre-
ative activity, and information which, acting directly 
upon individual desire and individual appreciation, stim 
ulatesthe forces of the creative life, and stir them to 
continuously superior activities." 
The second requisite for a creative writing program is 
flexibility and freedom from pressure. 
4/ 
Strickland- elaborates on this when she suggests that: 
"A working environment which permits freedom of 
!/Miriam Wilt, op. cit., p. 62. g/Ibid.' p. 62. 
2/Hughes Mearns, Creative Power: The Education of Youth in th 
Creative Arts, Dover Publications Inc., New York, l 58, p. 43 
:!:/Ruth G. Strickland, op. cit., p. 291. 
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action and flexibility in the use of time and learning 
materials is far more conducive to independent initiativ 
and original thinking than one which has a rigid time 
schedule and course of study." 
When children are given the freedom and opportunity to 
create ideas, things, verse, pictures, stories, out of their 
own judgment, out of their own imaginings; a discipline of 
order is self-imposed and accepted without question. 
1/ 
Mearns- relates concerning this: 
11 Not only is the group 'orderly' in the schoolmas-
ter's meaning of the word, but the members dig in at 
self-initiated labor far past the hours of prescribed 
study. When the natural and wholesome demands of the 
spirit are met, children take on the aspect and calm of 
mature workers. 11 · 
In a classroom climate for creative writing, there is no 
sign of pressures which block or inhibit action or of pres-
sures which are coercive. 
2/ 
Zerbes- describes this classroom climate as follows: 
11Warmly permissive adult guidance encourages and 
paces developmental activity and fosters a sense of sat-
isfaction in wholehearted enrollment. There is room for 
choice. The atmosphere is unhurried and free from anx-
iety. 11 
A third requisite for creative writing is a wealth of 
experience. They need the knowledge and insight that comes 
from first hand experience through trips out into the environ 
ment, from contact with real life experiences in the class-
room, an abundance of all sorts of interests and materials, 
and from the knowledge of good literature. 
1/Hughes Mearns, op. cit., p. 115. 
2/Michael F. Andrews, et al., Aesthetic Form and Education, 
Syracuse University Press, 1958, p. 45. 
------ ·=il==·=-== ~- ~- - --===-;= 
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iences are necessary in a program designed to stimulate crea-
tive expression. 11 
Be£ore writing, there must be many language experiences 
in which a child discovers his ability to put ideas together 
so that they convey meaning to others. 
2/ 
Buckley- £inds that: 11I£ in the course o£ these exper-
iences a teacher or parent records these ideas, the child be-
gins to understand the nature and scope o£ writing." 
Creating with language means expressing one's individu-
ality in words. 
3/ 
Hatchett- makes this statement concerning the expres-
sing o£ individuality in words through experiences: 
11 To express individuality, one must identi£y him-
sel£ with experiences £amiliar to him. When an experi-
ence is deeply signi£icant to a child he usually reacts 
to its in£luence. Although it may be simple, incorrect 
expression, it still represents creativity. 11 
For the group o£ children in the classroom having di££i-
4/ 
culty in writing, Mearns- suggests that: 
nTeacher must provide experiences that ca.n stimu-
late impulses toward expression. It isn't that they 
haven't had experiences, it's that they have never been 
aware and alert in the presence o£ them, and that he has 
never regarded his own responses and thoughts as things 
o£ value. 11 
!/Mildred A. Dawson, op. cit., p. 249. 
2/Helen E. Buckley, op. cit., pp. 162-164. 
1/Ethel L. Hatchett and Donald H. Hughes, Teaching Language 
Arts in Elementary Schools, The Ronald Press Company, New 
York, 1956, p. 8. 
4/Hughes Mearns, op. cit., p. 31. 
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which will act as stimuli in drawing out of the children in-
ternal experiences and emotions to the realm of external ex-
pression. 
l/ 
Wilt- proposes the following: 
11Working with words, colors, or clay, or body move-
ments; or three dimensional media; or his voice; or musi 
cal and percussion instruments; the child arranges his 
ideas into a pattern selected for the expression of his 
original thought. 11 
2/ 
Conrad- favors good music as an awakening experience. 
He states: ''Because good music does not convey direct sug-
gestions, it is possible to use music freg_uently. 11 
Literature may be used for experience awakening. 
2./ 
Conrad suggests that 11Li terature may be used for its 
atmospheric value. 11 
4/ 
He- also describes the nature experiment: "The nature 
experiment automatically provides experiences and with it the 
stimulation of writing.tr 
2/ 
Conrad adds -that ttThe athletic program and the move-
ment and color of life beyond school provide for many chil-
dren the stimulus, the thrill, the sense of wonder that is 
the background of most worth-while writing. 11 
Children should have experience with literature suited 
to their interests and needs. Children would have little 
l/Miriam Wilt, op. cit . , p. 2. 
g/Lawrence H. Conrad, op. cit., p. 32. 
2/Ibid., p. 36. 5/Ibid., pp. 40-41. 
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interest in telling or writing original stories unless they 
found stories interesting and enjoyable. Creation grows out 
of fullness of experience and the urge to share the.t experi-
1/ 
ence. StricJrcland- explains that: ttChildren cannot create in 
a vacuum. 11 
The teacher should read aloud to children. 
2/ 
Applegate- proposes that: 
11 The teacher's job is to get children to want to 
grow in their literary tastes, and it is necessary for 
the teacher to furnish experiences which will allow for 
that growth. From reading to writing is a natural step.n 
3. The Teacher and Creative Writing 
An alert and interested teacher plays an important role 
in this setting for creative writing. 
3/ 
•~ Guild- gives a definition of a good creative writing ~~ 
teacher: 
11 She should be friendly, natural, and human. She 
should not talk down but be 'one of the group.' She 
should have a sense of humor and a genuine interest in 
the pupil. She should be encouraging and sympathetic. 
She must be a good listener willing to talk more with 
her ears, her eyes, her facial expressions, than with 
her tongue. She should let the pupils follow their own 
ideas and find out their own errors--if not too costly. 
She needs to develop tact, the ability to criticize hon-
estly without hurting feelings. She should encourage 
the pupils to show genuine appreciation for the writing 
of another. 11 
The teacher should cultivate herself continuously in an 
l/Ruth G. Strickland, op. cit., p. 292. 
g/Mauree Applegate, op. cit., pp. 5-6. 
3/Florence Guild, nMaintaining a Creative 
Journal (March, 1950), 39:155. 
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She should be a vivid, colorful person. She should stimulate 
children's curiosity and joy in exploring new interests. She 
J should watch for signs of the individual spirit, and give en- II 
thusiastic appreciation to any evidences of original and 
'
unique expression. 
l/ 
_ Ferebee- feels as a teacher that: 11.All children have 
I 
!within them creative story power, and that my province is to 
unloose this power rather than to teach them to use it. 11 
2/ 
She- believes in giving the children the opportunity to 
write freely and happily and to share their stories with 
their fellows. She claims that vh~ creative power in chil-
ldren must be released in a natural activity which is fun. l 
Good writing containing action, good word choice, effective 
beginnings and endings will come naturally. 
3/ 
Crossely- has this to say: 
\ 
H.Although it is highly desirable for children to 
I 
I 
I 
use good form and correct language when writing crea- I 
tively, these are not the matters of first concern. 
Rather it is essential on the ideas and feelings surging I 
within him and seeking an outlet in word, line, or melo-
dy. II I 
ji 
.I 
1/June D. Ferebee, 11Learning Form Through Creative Ex:pres-
sion,11 Elementary English Review (February, 1950), 27:73. 
g/.Adapted from June Ferebee, op. cit., 27:73. 
I 3/B. Alice Cross ely, op. cit., p. 13. 
I 
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possi b'le instead of routine repetition. II 
·:I 1/ Lee and Lee- say further that: 
11 The teacher's own standards must be right. She 
needs a sufficiently rich background of her own so that 
she can sense the true and valuable when sincerely ex-
pressed even if in unconventional garb. 11 
This whole problem of creative teaching is one of the 
most difficult and the most challenging that today's teacher 
has· to meet. 
I 
We no longer accept the naive idea that the one who know 
what is right will do what is right. We know that equipping ! 
I 
people with knowledge and skill is only one of the functions j 
of education. I 
For education with a greater inspirational quality and a j, 
new dimension of power, we must evaluate the teacher and see 
lj the differences between instruction and teaching. 2/ 
Melby- suggests ways of evaluating the teacher: 
11We can me. asure the effectiveness of instruction in I' 
terms, not so much of what pupils know; but of what pu- I 
pils are and are becoming and in terms of how they behave 
and how their behavior is changing. It appears that wha 
one is as a teacher plays the largest role in what one 
achieves in helping people become. Here we encounter th 
creative, artistic quality of teaching which probably 
corresponds closely to painting, musical composition and 
creative writing." 
I 
This kind of teaching has delegated a new set of respon- I 
sibili ties for the ·!Jeacher. ' 
I 
1/J. Murray Lee and Dorris May Lee, op. cit., p. 59l. I 
I 2/Ernest 0. Melby, 11Role of Evaluating in Improving Teaching, 'I 
Educational Leadership (January, 1958), 15:218-220. ! I 
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Andrews- explains that i£ the pupil is to be led to 
good health and sel£-£ul£illment, the teacher must endeavor 
to: 
en 
111. Be a person o£ exceptionally £ine character. 
He must possess the personal stature and human attributes 
worthy o£ respect of all others: integrity, sincerity, 
£riendliness, sympathy, optimism, sel£-control, and in-
telligence~ 
2. Establish a £avorable climate which challenges 
and allows £or creative experience, sets up conditions 
o£ inquiry and sel£-actualization, and £rees the uncon-
scious forces. 
I 
I
I 
3. Allocate enough time £or experimentation, £or 
e~~loration; £or discovery; £or incubation o£ thoughts 1j 
and feelings; and to guarantee success. . 
4. Encourage the learner to £ind the true; the I 
beauti£ul and the good within himself; to solve his prob-
lems with more than literal - rational mind; to exagger- I 
ate; distort, emphasize: and abstract, if need be, to re-
1 late how he feels and what he believes; to tolerate : 
strangeness; to question bias and prejudice opinions; to 
hold conventions and customs in reserve; and to develop 
a wholesome, sel£-satisfying philosophy o£ life. 
5. Foster in others a feeling o£ security, £reedom, I 
con£idence, belonging, courage, independence; free play j 
o£ intellect and impulse; an awareness of their own be- 1 
ing; an openness to unconscious thinking; a genuine sensei! 
of wonder. 11 II 
6. Accept and respect individual di£ference and 1\ 
idiosyncrasies, diversity of behavior, and artistic mani-l 
£estations, a variety of values, and the individual's ownl 
mistakes and discoveries. 11 
The teacher must be a creative person to excite and awak-
1
1 
I' the creative potential of his students. ?:/ 
Andrews states that: 
1,/D.fLichael F. Andrews, et al., 0:2. cit., P· 62. 
I 
I 
I 
-~/Michael F. Andrews, et al., 0£. cit., P· 34. I 
==~- -------------------.---------------------------------
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i 
owe must really care deeply about growth and devel-
opment in children. More. than fulf'illing the require-
ments of' a school in a democracy, the requirement of' 
expressing equal concern for each child, regardless of 1 
his talents is urgent. 11 1\ 
I No child will respond positively to a teacher who he \1 
i knows considers him in£erior and less worthy than other chil- 11 
II dren. I 
The diff'iculty of educating children is greatly increased 
I :for this new world of child development requires insights and II 
I sensi ti vi ty on the part of teachers such as the old school ll 
l II 
· never implied. i• 
1
1
; These new ways of learning, which both teachers and theiJI 
children are now practicing, do not imply a negleet of the I 
traditional learning, but simply that traditional learning is 
1
\ 
not the only procedure. II 
I The older procedures of learning stress information and !I 
itsll 
to l1 
I 
lrmental skills. The newer procedures stress individuality, 
j growth in strength and power. One is interested in things 
be learned, the other in what is happening to the learner. 
Both are good procedures. 
I 
I 
I 
I 
The newer way promotes in children, security in their I 
independent powers. It develops personal;Lty, character, know-1 
ledge, wisdom, sureness in 'judgments, and self-con£idence. I 
I 
The teacher who has used only the traditional procedures ~ 
I of teaching can also learn to incorporate the newer proced-
' . . i i 1 ures, becoming both proficient and confident in their use. 
She will also find self~satisfaction and satisfaction in the 
results of the work and behavior of her children. 
i 
I 
I 
I 
I' 
i 
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Mearns11 gives five simple steps to help these teachers I' 
to move forward in creative learning. 
These five steps are a simple guide for the teacher to 
find success in teaching creative writing: 
I' 
li 
111. Acceptance~ We receive 
creative effort; asking only if 
cerely meant. 
e~ch crude product of I 
it is individual and sin-j 
2. Approvals. We find something to like in each 
effort. 
I 
3. Criticism. When mutual trust has been set u~, 
criticism may nearly always be profitable if it is assoc-
11 
iated with strong general approval. 
4. Indirect teaching. The best teaching in the I 
creative arts is so indirect as not to be noticed. I 
I 
5. The Miracle. When lines of trusted communica- I 
tion have been set up by a general acceptance of all sin-! 
cere attempts of pure self-expression, when through ap-
provals of the more genuine material criticism is naturali 
and undisturbing, and when indirect teaching is having I 
its stimulating effect, then suddenly the fresh original I 
phrase appears and the strong line.· It is not known why 
or how the miracle appears, but one day the individual 
speaks out in his own unique voice, and further, that the 
contagion from one may carry a whole group on into supe-
rior self-expression. 11 
4. The Child and Creative Writing 
develop- I ' Modern educators do care deeply about growth and 
'ment in children. 
I 
They recognize the importance that child 
I 
i 
I 
' development plays in the child's academic progress. They are 1 ; 
! 
I 
i 
ever mindful of and constantly improving ways of gearing the 
language program to the child's natural development. 
I 
They are freely aware that the breadth of experience in i 
li 
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school and classroom is basic to the motivation and develop-
ment of power in word and thought--experience with things, 
with ideas, and with other people. They_have discovered how 
far a child will progress under such stimulation and what 
problems he meets in the process, depend upon his own stage of 
development in many areas. With specific reference to the I 
part this development has in the teacher planning for and wit,l 
individual people in the teaching of language, Herrick and 
1/ 
Jacobs- have this to say: 
''His social adequacy within the group is crucial. 
His intelligence; the clarity of his thinking, and his 
power of organization will greatly influence his pro-
gress. The breadth, the depth, and the nature of his in-
terests will limit or extend his possibilities for growt I 
in reading, in oral and written expression, and in lis-
tening. His physical readiness for reading and handwrit-1 
ing will also condition his progress, and his emotional I 
readiness for learning will profoundly affect his i 
achievement. 11 
2/ 
Dawson- outlines the relationship which various aspects 
growth bear to the child's language ~uccess as follows: 
111. Growth is continuous.-- As a child matures and 
acquires an increasing store of experiences, he is con-
stantly adding to his language proficiency. 
2. His learnings occur in orderly sequence.-- The 
infant's babblings lay the basis for the enunciation of 
words. The original one-word sentence grows year by year! 
to sentences averaging seven or eight words at the age of 
ten or eleven. The early predominance of simple senten- !I 
ces is reduced as the compound or complex sentence comes , 
to fit the interrelated thinking of the child. I 
I 
i 
I, 
\'.!/Virgil E. Herrick and Leland B. Jacobs, op. cit. , p. 7. 
I 
I 2/Mildred A. Dawson, 11 The Language Program Geared to Child 
I Development' n Language Arts Leaflet No. 8 (New York: World 
Book Co., 1951), pp. 1-2. 
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3. The pattern of growth from child to child 1 
varies.-- Children vary in their original endowment, in I 
their rate of growth, and_ in environmental influence tha~j 
does much to shape language development. .J 
i 
4. The tempo of growth is uneven.-- If :physical· i 
growth is very rapid, for instance, the child may tempo- I 
rarily be almost at a standstill in language development,! 
or may be ill at. ease socially while his body is strug- ·\ 
gling to gain muscular coordination. 11 
5. The rate and pattern of growth may be modified ji 
by conditions both inside and outside the body.-- Emo- ,, 
tional instability, malnutrition, serious illness, lack 
1
. 
of opportunity to :play and to talk with :peers, or aggra-
vated :physical defects are among the conditions that may I 
adversely affect language·growth. 
6. The child's total growth is a complex of inter- I 
related phases.-- Since each child is a unitary organiza11 
tion, every :phase of his being (:physical, mental, emo- lj 
tional, and social) afifiects ·every other :phase, for good 
1
. 
or ill.n 
1/ I 
1 
Hatchett and Hughes~ concerning the learning of languagl! 
! by children, stress further that: 
nHuman growth and development involve more than j 
changes iri :physical structure. Growth and development I 
are also affected by learning experiences that result I 
from environmental stimuli. These two factors, :physical .
1
 
maturation and. environmental stimuli, seem to be basic to
1 the :process of lear~;ng. n 
1 Hatchett and Hughes- ~~at;.e-l;t.b:a,t_ ... the three stages in the , 
l 
child's developmental :process 'in. language learning are: 
I
I, 111. Acquiring the :p'owe;:r: to listen and to express l himself in words. 
I 2. Purposeful sharing or communicating of ideas. 
1 3. The :potentially creative or open-ended stage, 
the stage of refining both the :power to create and the 
ability to communicate ideas themselves." 
!/Ethel L. Hatchett and Donald H. Hughes, op. cit., p. 30. 
2/Ibid. , :p. 8. 
--····· ---·-· ·-------·""'· .-.. =-=---=--=----=-=· ::-==------= .. =--=-=---=--"""· .-::-. ____ ;::: ..= .. =--=·=--==-======·-··-------------
I 
II 
I 
I 
II 
ll 
II I I 
II 
=- ----- -=--=-=c 28tl == 
the child's previous experiences, together with 
\I ~=-==--=-~"===---=-.:--=~='-"'""·'-- ..c·--
11 All of 
- -------·· 
l 
I I those occurring during the first two stages of development, 
I 
In the third stage of de- I 
I 
I 
I 
I 
will determine his rate of growth. 
velopment, since there is no terminal point except physical 
I and mental capacity, the teacher has great opportunity for 
expanding the interest of the child. 
For the teacher to use this opportUnity for improving 
1/ 
the skill and expanding the interest of the child, Caswell-
! 
expresses well the need for insight on the part of the teach- I 
I 
er into the child '.s feelings, concerns, and interests, which 
/ 
can be deepened through a clearer understanding of his exper-
iences and his general development. He explains that: 
11It follows that guidance of children in the realm 
of the creative must involve close, intimate relations 
of teacher and pupil. It must rest on a thorough under-
standing of the experimental background of each child, 
of his interests and concerns, and of his general level 
of development. Upon these a mutual confidence which 
encourages the child to say to his teacher without fear 
of ridicule or question, what he feels most deeply. 11 
2/ 
Andrews- dwells further on this when he adds that 
Gesell, a lifelong student of human growth and development 
and a pediatrician,-- recognizes the fact that the vi tal living 
necessary in the creative teaching and cr~ative learning sit-
1 uation is at once an energy-co¥Suming but also a vitalizing 
1 
process. 
I 
11 Tasks which depend on forced attention, extrinsic 
1/Hollis L. Caswell, Education in the Elementary 
1 American Book Company, New York, 1942, p. 152. 
I· _g/Michael Andrews , op. cit. , p. 46. 
II 
School, 
I 
I 
I 
I II 
i 
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I 
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mo~ivation, and restrictive direction cause fatigue, 1 I wbjereas those which are whole-hearted, purposive, play- j 
1
1 
fu'l, or creative have an exhilirating effect. Play and I 
ij cr!eativity are whole-hearted, re-creating, renewing, and 
invigorating. u 
I 
This proves the fact that for the greatest personal and 
educati,onal value to the child, the creative writing program 
should be taught and guided with the attitude of and in the ! 
I 
I atmosphere of fun. This goes along with the normal course of ! 
1
1
1
1 
child development.· I 
II 
The normal, heal thy child is· one who is active and spon- i 
taneously alive, and it is believed that the creative writing 
prograni contributes to the wholesome physical and mental de-
velopment of the child. 
1/ 
Burrows and Saunders- confirm this and state further 
I that: 
I 
I 
II 
I 
I 
I 
II 
II 
ttThe current emphasis o_n creavlVe writing is a re-
sult of annumber of related developments in modern edu-
cation. One of these grows out of the wide conviction 
that the primary aim of education is to assist in the 
development of well-oriented and well-adjusted young 
people. Some educational leaders believe that this goal 
can be attained only by incorporating creative activiti 
in a broad educational program that seek to offset some 
o~ the influences of a technical world. Both points of 
view are endorsed by psychologists. Both groups direct 
attention to the basic needs of the child and assert 
that the curriculum should be built with a primary con-
cern for their fulfillment. One need that is generally 
mentioned relates to wholesome physical and mental de-
velopment •. Ps?chologists_point_out that the normal, I 
healthy chlld lS one who lS actlVe and spontaneously I 
alive; as he grows older, the persistence of spontaneity_ 
and creativity will reflect continuous, wholesome 
1
1 
growth. n 
I 
!/Alvina Truet Burrows, et al. , o-p. cit. , p. 5 ~ 
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Andrews- provides an impelling mandate to developmental 
education when he says: 11It is essential .for the teacher of 
this developmental education to understand not only the natur . 
I of creativity, but also the nature of the maturing child. 11 
I· If the physical, socia~, and mental aspects of a child's 
'I I growth in.fluence significantly his progress in the language II 
arts, so also his achieVement in the language arts has a not-\1 
able effect upon these very aspects of his development. 
The importance of this appears to be without dispute 
among present day writers. Herrick and Jacobs_g/ elaborate 
further that: I 
I 11 1. Both reading and composition can enhance the I 
child's imaginative awareness. 
2. Through reading and listening he can deepen and~~~ 
extend his interests and add much pleasure and enrich- li!· 
ment to life. , 
i 3. Through growing power in aesthetic appreciation· 
he increases his capacity .for finding pleasure in books. 
4. Through exciting and imaginative literature he 
can extend his powers of imagination. 
5. Reading helps him to satisfy his curiosities. 
6. Growth in language power.makes possible 
self increased social achievement. 
7. Language power is a tool for learning. 
8. The power of thinking can be taught within the l 
range of a pupil's intellectual ability, through lan~ I 
guage learning·. II 
,, 
~/Michael F. Andrews, et al., op. ·cit., p. 42. ,I 
g/Adapted from Virgil E. Herrick and Leland B. Jacobs, ~ 
cit. , pp. 7-9. 
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I 
I 
I 
I 
i 
10. Dramatics, too, can have a helpful effect on 
personality. 11 
The children of today find themselves subject to more 
i strains and stresses than ever before. Because life is no 
I 
I longer a simple matter, the art of living alone brings prob-
' i 
I lems to children which educators have not been faced with un-
I til recent years. 1/ Here, as discussed by Burrows,- the chil-
I dren themselves can be of assistance. 
11 Children can invent their own wholesome ways for 
release of tensions when they are permitt-ed to do so, 
and in this releasing of experience the resulting free-
dom begets not only better relationship with adults, but 
also writ·ing that is strong and vivid, that holds its 
listeners as only a good story can. 11 
2/ 
The National Council of the Teachers of English- elab-
orates further upon the fact_that language as an expression 
of individual feeling or aspiration has great significance in j 
I 
these times, by adding that: 11 The schools, therefore, give I 
ample opportunity for creative writing, which becomes, for 
many an outlet of feelings, an orgarrization of personal ex-
perience, an instrument of sel.f-discovery. 11 
The concept o.f language as a learning task, then, is a 
complex of interrelated and interdependent experiences and 
elements in which growth proceeds simultaneously but in 
I 
i 
I 
!/AlVina Truet Burrows, "Children 1 s Writing and Children 1 s ! 
Growth, 11 Elementary English (April, 1951), 28:207. ! 
g/The National Council o.f Teachers o.f English, The Commission 1
1
1 
on the English Curriculum o.f the National Council of Teachers \ 
==----- __ -~!_-~~-~~~-?--~~~-~~-~~~~~~-~=-~~~~~~-?- -~=-~-=--~--~:~~--!~_r k, p . 6 • __ j~ _________ _ 
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1 and interest. If the various elements could be isolated and I 
! developed separately, teaching would be relatively simple. I! 
! Tidyman and Butterfield l/ have this to say upon this :particu-!1 
I lar problem of development: I 
I
I 11 Isolated treatment results in improvement in s:pecit 
fie elements but frequently makes little change in total 
I :performance. The teacher's job in handling elements is 
I
! to direct growth in a single element or ability, while 
keeping it in its :proper relationship to other abilities 
I. and to the total language situation of which it is a :part. rr 
I In creative work as in any other, in any normal class, 
on any level, the responses given are in terms of individual 
differences represented in the class. 
2/ 
Conrad- describes the responses made in terms of indi-
! 
I 
I 
vidual differences, in a creative writing class, and tells I 
how to deal with them. He goes on to say that the class will 1 
I fall into three groups: 
I 
I 
I 
I 
II 
I 
I 
111. Some students will respond at once to such an 
occasion, being ready and eager to write. This will 
constitute normally less than a third of the class. 
2. The second group will be made u:p of :people who 
will need some encouragement, who have ideas, but no no-
tion of how to :proceed. I 
3. Still another third and :probably the largest J 
group will be simply baffled at __ f-irst, :paralyzed by full\ 
freedom. 11 _ 
I 
! 
The first group :proceeds unhampered. 
The second group has to be drawn out by individual 
II 
I 1/Willard F. Tidyman and Marguerite Butterfield, op. cit. , 
. p:p. 374--375-
g/Adapted from Lawrence. H. Conrad,. op. cit., :pp. 26-31. 
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~uestioning. Draw out idea first. 
For the third group, the teacher 1 s work will consist of 
11 getting hold 11 of something in each member. 
sion. 
problem of the creative writing teacher. 
5. Nmsic as a General Motivating Force 
1/ 
Hefferman- s~ates: 
. t.:., 
"The successful teacher of music in the elementary 
school is one who makes music a joyous experience for 
children. Children are encouraged to be active partici-
pants in music making. Music is not limited to a tradi-
tional 20-minute period. Music is a joyous way to say 
~ood morning to each other in a group_that will be W?rk- 1 lng together throughout the day. Muslc sets an emotlonalj 
climate of happiness, co-operation and friendship." 1 
In fulfilling this philosophy, teachers can use music in ,j 
!many different ways throughout the school day. The authors I 
ll'have witnessed a situation where children are introduced to 
muslc as they enter the building in the morning. The purpose 
]of this practice is that listening to music helps to create a 
desired ·~uiet congenial atmosphere, and such an atmosphere is 
ll conducive to the children 1 s being prepared to begin their day 
!together. 
I 
As the day progresses, music can enrich and deepen the 
jlearning of many different subjects. During social studies 
I 
\ 
i 
I 
I 
I 
I 
1/Helen Hefferman, 11Education Through Music, rr Education (Sep- I 
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f, ·tribute to their understanding of :people, animals and the ac-
,1 tivities that ~~ on in their community and around the world, I 
McN.tillian- declares music can stimulate the interest of 
children to a better understanding of other :people. She has 
this to say: 
ttAs we hear folk music, it becomes associated in 
our minds with the :people who made it. All these assoc-
iations can be enriching to the children. A very excel-
lent and fitting time often comes when they are studying 
various :people, their mode of dress, their habits of 
living, and so on: Hearing the music such :people made 
as they went about their work, their :play, their worship 
and their festivities gives a newer feeling for and un-
derstanding of what they valued and enjoyed. This can 
furnish real enrichment o.f units of work in social stud-
ies which are being developed with the children. 11 
Then there are those :priceless occasions when the crea-
I 
I 
I 
I 
I 
I 
I 
i 
I 
I 
! 
tive arts are brought together to inspire and enrich each II 
other. Sometimes, after listening without comment to a beau-,11 
tiful :piece of music, some of the children will want to recor I 
I 
I 
their impressions in a :picture, a :poem, or a story. At other j 
times a certain subject is chosen and several related musical li 
selections are heard. The children are asked to tell how the 
I music makes them :feel. Some o:f them may wish to record their 
I feelings through oral language, such as dramatics, some 
\through art, and others through writing. 
I 2/ 
1 Grimm- has this to say about music being a stimulus for 
I 
1/L. Eileen McMillian, Guiding Children's Growth Through 
Nmsic, Ginn and Company, Boston, .1959, p. 136. 
2/Gretchen Grimm, 11 Music as an Art Stimuli, 11 American Child-
hood (June, 1954), 39:16-17. 
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HlV£usic and art go hand in hand. The outcome of I 
these two subjects depends on the purpose of the lesson, ·~ 
some of which are: rhythmical expression, art achieve-
ment, emotional outlet and release, sheer enjoyment, or 1, 
imaginative release. 
1
, 
The combination of these two arts will lead toward !I 
flexibilities, emotional release and relaxation, as well 
as further development of the enjoyment of good music an 
color, design, and rhythm. These benefits should be 
goals in themselves and well worth looking for. 11 
The force of music in developing creative expression is 
great. Wmsic will help ~1ide a youngster's imagination. It 
will help a child to reveal his personal inner feelings and 
experiences. 
1/ 
Crossely~ has this to say about the use of music in de-
veloping creative expression: 
" •••• music has had a marked success in stimulating 
ideas. The children are encouraged to listen to record-
ings. Simple directions are ijiven to stimulate some 
thinking in relation to the 12stening. Children are 
then asked to write the story they thought of while lis-
tening. Often an intermediary step is introduced in the 
form of a drawing which is done while listening. The 
story is then written to go with the picture." 
All children look forward to the period in the day when 
they leave the space of their classroom and go to a large 
area for physical education. In rhythms the teacher should 
have the children first listen and analyze the music for tem-
1
1 
po, intensity, pattern, mood, and form. When this is done th 
children are having a music lesson of the highest quality. 
When singing games and folk dances are done, one might be ob-
serving either physical education or music. 
1/B. Alice Crosseley, op. cit., p. 15. 
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building o£ numerical concepts and the understanding and use I 
I 
I 
I 
I 
il 
o£ fractions. ! ,, 
Another subject in which music may be used to advantage 
l/ 
is reading. Chadwick- suspects that music can improve read-
I 
ing skills which in turn should produce better students. He 
says: 
11Training in music requires concentration. Outside 
distractions have to be shut out of the mind in order to 
concentrate upon music. This training in concentration 
and the elimination o£ distractions is beneficial when 
such habits are applied to reading. 
I In reading, proper usage o£ eye movements is a con- I 
tributing £actor to greater achievement in academic work.!! 
Thmsic provides the opportunity to develop such beneficia ! 
eye movements. It o££ers the opportunity to develop ·1· 
greater eye £lexibili ty, which is characteristic o£ good 1 
readers. 1 
Many £actors have to be taken into consideration in 
determining what makes a good reader. One has to consid 
er ability, initiative, goals and purposes. Music stu-
dents do seem to rank high in classroom work and since 
most o£ the school work is based on reading, there could 
be a high correlation between reading and music. 11 
I 
I 
I 
I 
I 
i 
I 
I£ music is used throughout the school day, teachers can 11 
I 
discover £or themselves that music can develop individual po- i 
tentialities. It also provides an excellent means o£ stimu-
lating group participation and cooperation. 
Music has £actors such as tempo, mood, pattern, rhythm, 
etc. One or a combination o£ these £actors can arouse a 
I 
! 
l 
I 
I 
lj 
I 
child's interest and imagination that will guide him in deve- 1 
!i 
loping his thoughts. . j 
I
I 
l/Daniel R. Chadwick, 111Vfusic and Reading, 11 l'r.tusic Journal  
{March, 1958), 16:46. I 
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It has one of 
the most im:p·ortant requisites for creative writing is a 
wealth of experience. 
. 1/ 
Lee and Lee- state that: HProviding opportunity for 
'I 
I 
I
I 
I
I music is the one medium by which a person gains wide and va- d 
I ried experience. Most important of these are the emotional r 
11· .I 
'J 1 and aesthetic experiences.u I 
. 2/ . 
They- go on to say that: n •••• it contributes to per-
sonal release. 11 
For children to express themselves in creative writing, 
there has to be a release of inner feelings. It is thought 
by the authors of this study that there are factors in music 
I 
I 
I 
I 1 which provide wide and varied experiences which contribute to I 
I I' personal release of inner feelings, and which stimulate crea-
j I i tive thinking leading to creative writing. 
I 
3/ I 
Seashore- describes the effect that music has upon I 
I trained or untrained listeners to music when he describes the i 
~~~ medium of music: I, 
11 Music is the medium through which we express our 
! feelings of joy and sorrow, love and patriotism, peni- 11 
i tence and praise. It is the charm of the soul, the in-
1 
strument that lifts mind to higher regions, the gateway I 
into the realms of imagination. It makes the eye to 
I ~ 
.J/lVIurray J. Lee and :Dorris May Lee, op. cit., p. 595. 
g/Ibid., p. 595. r 
3/Carl E. Seashore, Psycholo~ of Music, McGraw-Hill Book Co~ 
pany, -Inc., New York, 1938, p. 1. 
!i 
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tions to pass over our being like waves over the far- ljl 
reaching sea. 11 I 
To be moved by music, the child's mind must be capable I, 
1/ il 
of hearing it. Seashore- presents his point of view concern~ 
1: 
ing this: I 
I 
ll •••• a m'nsical mind must be capable of sensing 
sounds, of imagining these sounds in reproductive and 
creative imagination, of being aroused by them emotion-
ally, of being capable of sustained thinking in terms of I 
1 these experiences, and ordinarily, though not necessari-,1· I ly, of giving some form of expression of them •••• 11 ~~ 
I A young child has the sensory capacities of tone quality,, 
l
i of volume, of rhythm, and the sense of consonance in music 1 
long before he begins to sing or know anything about music. 
I 2/ i Seashore- states that: . ttit is the meaning, and not the 
I 
I 
I' 
I 
capacity, of these forms of impression which we train, and 
which matures with age in proportion to the degree of intel-
ligence and emotional drive.n 
.I The sound wave is the only medium through which music is 
1 
i 
conveyed from the performer to the listener. Everything I 
i heard in music is expressed in terms of· the concepts of sou~d 1 
waves. 
2/ 
Seashore 
sound is: 
explains that the psychological concept of 
I 
i 
I 
I 
i 
I 
11Pitch, loudness, time, and timbre, depend upon the l 
physical characteristics of the sound wave: frequency, 1 
amplitude, duration, and form. In terms of these we canj' 
account for every conceivable sound in nature and art--
vocal or instrumental, musical or nonmusical. 11 I 
i 
!/Carl E. Seashore, op. cit., p. 1. 
2/Ibid. , p. 3. 
---
3/Ibid., p. 2. 
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These are the sounds children must hear and understand 
before they can interpret them or ~KPpess them in writing. 
Children should have some teacher~guided experience in 
listening to music before being expected to listen to music 
and sound, and then to immediately express it in creative 
writing. 
In listening to music, each child should be allowed to 
make his own interpretations, get his own meanings, and when 
he wishes, to share them with the group. 
l1 Just as there is a preparation period for reading--the 
I reading readiness period--there may have to be a period of 
readiness for music listening and creative writing. 
1/ . 
Wilt- believes that: nsometimes readiness for and ex-
periments in creating can go hand in hand." 
2/ 
Lee and Lee- state: 
I 
i 
II 
I 
I! 
'I 
I 
"In the beginning the teacher will need to suggest 
what to listen for. This suggestion must only be enough 
to stimulate the child's interest and feeling. It must 
never be prescriptive. A child's interpretation of what 
he hears may be as adequate ~s the teacher's or even i 
more so. He may tell of what it reminds him. He should I 
not be pressed for ideas, for, not having any at the mo- J 
ment or not wishing to expose some very personal feel- 1 
ings, he may make up something or copy something already' 
expressed. 11 
First, children will listen to music for rhytbm, tempo, 
meaning, and different tunes. Then they will listen for en-
joyment and understanding. 
1/Miriam E. Wilt, op. cit., p. 59. 
g/Murray J. Lee and Dorris May Lee, op. cit. , p. 596 • 
·----·---------------t 
II ,, 
II 
= -i - Lee and Lee-7 -describe listening as beillg more than 
l1 hearing when they describe listening as follows: ttit is ac-
' 
tive thinking or feeling. The child must be listening for 
something, know for what,he is listening, and recognize it 
when it appears. 11 
2/ 
i 
I 
"Listening is a talent. ListeninJ
1
. 
like any I 
Copland- says that: II I 
I 
implies an inborn talent of some degree, which again 
other talent, can be trained and developed.n 
3/ 
He- also adds that: ".A listening talent is a precious 
gift. The person is fortLtnate who has the gift, for there are 
few pleasures in art greater than the secure sense that one II 
can recognize beauty when one comes upon it. 11 I 
.Another total and essential experience in music is 
1 rhythm. 
4/ 
I 
I II 
II 
I. 
II 
i 
1 Lee I and Lee- · describe this experience in rhythm as: 
.I 
II 
II 
11Not just the finger-tapping out, the response of 1 
the whole body of t:he child. It is only through such 
whole-hearted, unselfconscious response that a child cad 
sense the full beauty of music. Besides it is one of ~~ 
the most integrating experiences a child can have. Evel 
ry phase of the child, his thoughts, his feelings, his 1 
physical body are all responding to the same moving lj 
force and directed toward fulfilling the same purpose. 11 !1 
21 ·. ..· . II 
Lee and Lee go on ··to describe the second, third, and !I 
I ~~----~~~--[ 1/Murray J. Lee and Dorris May Lee, op. cit., p. 597. !I 
I . 
I 2/.Aaron Copland, Music and Imagination, 
Press, Cambridge, 1953, p. 8. 
p. 8. 
Harvard University 
1!3/.Aaron Copland, op. cit., 
Jj4/Murray J. Lee and Dorris 
I· 5/Ibid.' p. 603. 
May Lee, op. cit., p. 603. 
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children as these: 
!j 
II jf:or 
i 
I 
I: 
11 2 ••••. in sensing the phrase. This must be a f:eel-il 
ing that is developed and not a f:ormal exercise. I 
I 
3 ••••• the recognition of: the rhythm of: the measure 
and its accent. Here again it is by catching the swing 
rather than be restricted to :finger-tapping with an 
arithmetical basis. ' 
I 
4. Rhythmic stepping of: the tunes, the run, the 
walk, and the very slow walk. The main purpose in all 
this is £or the child to £eel this rhythm, the under- 1 
standing it gives to written music is an incidental out-
come.11 
The physical expression of: the :reeling of this rhythm 
received through the senses could stimulate the flow of: ideas 
and lead to the written expression of: his interpretation. 
1/ 
In fact, Martin- declares that: I ! 
! 
11 The imaginative teacher is one who capitalizes on 'j 
these uninhibited expressions of: children and leads them 
to an awareness of: their creative powers. An increased 1 
£low of: ideas and :feelings of signif:icance to children 1 
is conveyed by tone and rhythm. 11 j 
2/ 
She- claims that: 11Rhythmic movement is another musi- f 
I 
leal medium through which children convey ideas and meanings.n 3/ 
j Lease and Siks- agree that rhythm stimulates ideas and 
meanings when they say that: 
I 
II 
11Since creativity comes as a re-ll 
IJsult of rhythmic living, a teacher strives to get each child 
I in tune with himself. 11 
1/Helen E. Martin, nchildren Communicate Through Music, 11 
Childhood Education (Tiecember, 1956), 33:157-159. 
2/Helen E. Martin, o-p. cit., pp. 
13/Ruth Lease and Geraldine Siks, 1-jand Brothers, New York, 1952, p. 
157-159. 
Creative Tiramatics, Harper 
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1 Lease and Siks- go on to explain that to do this: 
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1 
I 
11 The teacher must :provide music which :provides a 
de£inite rhythm and stimulates imagination so that each 
child £eels £ree to create £rom the music in his own 
way. Phonography recordings o£ s:peci£ic rhythms which 
have been simply arranged and which have been graded 
£or di££erent age levels will be use£ul in beginning 
work. tt t 
Dramatic :play is introduced through rhythms. Their~/ 
de£inition of creative dramatics is: 11Creative dramatics is 
group activity in which meaningful experience is acted out by I 
the :participants as they create their own dialogue and action.n! 
When children create characters they search £or words I 
to express their £eelings, and discover the need for increas- I 
ing their vocabularies. Under the stimulation o£ this :play, 
other avenues for sel£-expression o:pen wide. 
This stimulates creative thinking and is a natural 
bridge £rom_ listening to music to creative writing. 
3/ 
According to Wilt:-
ITRhythms :provide just another sensory channel £or 
organizing what they know and £eel into some sort o£ 
visible expression. Using imagination and logical 
thinking they will :pour out fresh viewpoints, unique 
sequences that will be :pleasurable and satis£ying to 
themselves and to others. n 
l 
I 
I 
I 
I 
I 
I 
I! 
II 
Rhythm is movement in music. Rhythms can be the motivaJI 
I 
tion for the observations o£ various kinds o£ motion. How 
I 
does an airplane £ly? How does a turkey walk? How does a 
' 
£armer :plant his seed? 
\, 1/Lease and Siks, op. cit., :p. 30. 
i 
2/Ibid. , :p • 3. 
·---
1 2./Nliriam Wilt, o-p. cit. , :p. 51. 
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Myers-1 defines rhythms: ttBodily movements plus drama- : 
tization plus music are known as rhythms .••• ". 
She describes the three kinds of rhythms that children 
can create as being: 
1. Those that are inspired by music. 
2. Those that are interpretations of music. 
3. Those that are the expression of their own ideas to 
which music has been adapted. 
I 
,! 
,I 
II 
I 
I 
j 
i 
I 
I 
I 
I 
I 
I 
j 
The rhythms that are the expressions of their own ideas ,I 
of the music with no attempt made to give literal translationlll 
of the composition, but in which the story or the mood of the 
music is the motivation for the action, stimulates creative 
thinking that leads to creative writing. 
Rhythm means 11 flo}Y, 11 and llfloW 11 implies movement. 
I 
II 
'I 
Rhythm in music always means movement. Therefore, the physi- I 
cal movement to the flow of the music stimulates the flo.w of 1
1 ideas leading to creative writing. 
2/ J 
Mursell- defines rhythm in music as: n •••• a pattern o~! 
!I 
stress, release, duration, and pause organized for an expres- I 
I 
sive purpose. 11 
3/ 
He- states further that: 11 This pattern is not rhythmi I 
I 
cal because it is regular, but because it is expressive in an 
il li 
1 1/Louise Kii'er Myers, Teaching Children Music in the Elemen- 1' I tary School, Prentice-Hall, Inc., New York, 1950, p. 90. l 
I 
2/James L. Mursell, Education for Musical Growth, Ginn and I 
1 
Company, New York, 194-8, p. 44. I 
I 3/James L. Mursell, op. cit., p. 44-. I 
I 
,, 
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of itself, because it embraces and conveys aesthetic and emo-
tional values.tt 
When children are encouraged to think of stories sugges 
ted by the composition, or to tell what they believe it might 
be about, there are a few cautions that need be noted. 
1/ 
sell- warns that: 
Mur-
i 
uA musical composition is never, or hardly ever, I 
intended to tell a particular story or to represent a I 
particular sequence of .events. Yet, there will be a 
basic similarity among them, for all of them will be 
outcomes or expressions of the mood which is the chief I 
function oi" the music to create. Thus, stories sugges- ,
1
. 
ted by the children may differ, and yet they may all be 
'right.' 11 
Children should not get the idea that they must _always 
invent some sequence of events which is the true and only 
meaning of the niusic. The story, whatever it may be, is to 
establish mood, not an account of what the music says. 
I 
Using the response to musicrthrough expressive bodily 
rhythm much more is expressed in music than rhythm. In doing 
l what the music tells us to do, there can be free creative ac-
1 I tivity, impersonation, dramatization, fundamental movements, 
I singing games, folk dances, and square dances. 
jl Experiencing music through expressive bodily movement is; 
il a valuable and important way to bridge from listening to writ I 
I 
ing because movement is basic.in music. 
The slogan ttno appreciation without participationtt is a 
familiar one and there is much truth in it. 
1/James L. Mursell, Music and the Classroom Teacher, Silver 
Burdett Company, New York, 1951, p. 165. 
I 
I 
-I 
I 
i 
-=:...-==:..===-=~;?"==::;..--c.-
Mursell- says that: 
.-:=~==.::..--:;---------·-----------
11It may be that, as you listen to certain :pieces of 1 
music, scenes or stories will suggest themselves, al- I 
·!:;hough with many :people this hardly happens at all. If ·\ 
such scenes ·and stories do arise in your mind, they are 1 
almost certain to involve motion, swaying trees, flow- 1 
ing waters, drifting clouds, swooping birds, dancing 1 
figures, and so forth. And all this imaginary motion I 
will be in keeping with the mood of the music itself. ( 
Music is the embodiment of movement in the medium. of 'i 
tone. 11 1 
Why do we use music to stimulate creative thinkint to 
lead to creative writing? By its very nature music invites 
imagination. 
2/ 
Copland- explains this when he says: 
I 
I 
I 
I 
11Music :provides the broadest :possible vista for the \ 
imagination since it is the freest, the most abstract, i 
the least fettered of all the arts: no story content, i 
no :pictorial representation, no regularity of meter, no · 
strict limitation of frames need hamper the intuitive 
functioning of the imaginative mind. 11 
In listening to music, the listener must depend upon 
and draw from himself his :past experiences, his :present know-
ledge and skill, as a means of expressing his own :personal I 
ideas and emotions. 
. . 3/ 
~lt advocates music motivation for creative writing 
I 
because: 11He does not get the music or the emotion from a ~~~ 
book or from another :person or from some other source outside 
11
1 
himself, but from within himself. 11 
In creative writing, it is desirable for the child to 
1/James L. Mursell, Music and the.Classroom Teacher, op. 
i). 115. 
g/Aaron Copland, op. cit., :p. 7. 
3/Miriam E. Wilt, op. cit., :p. 53. 
·t· I 
Cl •1/ 
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. ! express his- i~er feelings in his own unig_ue and original way 
' i 
i 
The authors of this study are attempting to discover: 
li Tf, after listening to the music or sound, he can further ex-
lj 
I 
press himself, express a mood, release inner tension by tell- I 
ing his story through some medium of arts or crafts, rhythms, I 
I 
dance, pantomime; or through c'ombinations of these as in dram-1 
atization, the flow of ideas will be released, and will shape 
themselves into word pictures to be written in story form. 
The best results of creative writing are obtained from 
I writing in an atmosphere of fun. Music is a logical stimu-
I 
I 
I 
lant to creative thinking in children because they are de-
lighted and charmed by the suggestions of one piece of music 
and the sheer jolliness of another. Music is fun. 
I 
"Then we find them translating I 17 Mursell- says further: 
this delight, this charm, this excitement into words, tunes, l 
I 
and movements, and plans for dramatic action; and in so doing ! 
they produced the thing called beauty.tt 
Children are naturally poetic and sensitive to the ap-
peal of the emotional and aesthetic meanings of experience, 
so they respond creatively to music by expressing something 
that comes from within. 
I 
I 
I Children find it fun to listen and respond to music be-
l cause they find enjoyment in it and it is worth enjoying, It 
1 is a refreshing change in the course of a school day. When 
!! 
I 1/James L.· Mursell, Music and the Classroom Teacher, op. cit. 1
1 
p. 239. 
===1t-====~============ -------"'~===-======== 
I 
ll_ 
·t 
music is brought directly and effectively to children, they 
respond to something new, something refreshing. 
1/ 
Mursell- describes that something different as this: 
47 
''Beauty is the new thing, the refreshing thing, that children 
find in music.n 
From this stimulation, children can transfer this feel-
ing of fun to having fun expressing beauty in creative writ-
ing. 
2/ 
~fuxsell- describes the factors heard in music which 
stimulate creative thinking which lead to creative writing as: 
ttmelody, rhythm, movement, harmony, form; the pattern made by 
the arrangement of melodies, and instruments; including the 
voice. 11 
The inner, living ;essence of music is the tonal and 
rhythmic pattern itself. 
3/ 
Mursell further describes the factors in music that 
people respond to as these: 
11After all, the fact that shapes, qualities, colors, 
arrangements, refinements, subtleties, interweavings of 
tone and rhythm can project emotional and expressive 
values is what makes music music. This is what human 
beings have always responded to in it •..• " 
4/ ' 
Copland- elaborates on this by describing the stimulus 
" 
received from music: 
l/James L. Mursell, Music and the Classroom Teacher, op. cit., p. 13. 
g/Adapted from James L. Mursell, op. cit., p. 277. 
3/James L. Mursell, Education' for Musical Growth, o-p. cit., 
p. 5· 
48 
tiWhatever the music may be, we experience basic re-
actions such as tension and release, density and trans-
parency, a smooth and angry surface, the music's swell-
ings and subsidings, its :pushing forward or hanging 
back, its length, its speed, its thunders and whisper-
ings--and a thousand other :psychologically based reflex 
ions of our physical life of movement and gesture, and 
our inner subconscious life. 11 . 
The flow of ideas from our subconscious :plus imagina-
tion, lead to creative writing. ·Thus, music is the medium 
that can best stimulate this creative thinking. 
1/ 
Copland- in describing three :psychological types of 
music :performances, describes the music :performance that s ...... -'-... E:P~: 
as the music that strives .for our involvement, a wholeness of 
experience, the sense that the, music and the listener have 
lived through something important •. 
This involvement of experience in music leads to in-
volvement in thinking, that leads to creative writing. 2/ . 
Conrad- states that: 
11 There is always a value in the :presence of the mu-
sic, a subtle influence that worksa harmony in the pat 
tern of the student's thoughts. Compositions so :pro-
duced are likely to be well rounded and to show struc-
tural virtues that are beyond the reach of the student, 
were he left to :produce them by conscious thought and 
the struggle with language.tt 
The power of music to move us is something quite speci 
because there is something about music that keeps its distanc 
even at the same moment that it engulfs us. 
3/ 
Coplan~ has this to say about music: 
1/Ada:pted from Copland, op. cit., p. 53. 
g/Lawrence H. Conrad, o~. cit., p. 36. 
2/Aaron Copland, o~. cit., pp. 9-10. 
11-:•~""' .. 1 
I 
I 
I 
I 
I 
I 
I' II 
49 II !I 
-- -------- - . . : .-- -·-=-=~..:-=:==-=='-':..===-.--- ·:·-- . -- -~==-=-=----==·=-'"'-~===--~-== 
nin one sense it dwarfs us, and in another sense we 11 
master it. We are led on and on, and yet in some ~ 
stran:ge way we never lose cntrol. It is. the very natur 
of music to give us the distillation of sentiments, the 
essence of experience transfused and heightened and ex- 1 
pressed in such a fashion that we may contemplate it at 1 
the same instant that we are swayed by it. He gets the i 
event and the idealization of the event; he is inside 1 
the event, even though the music keeps it psychical dis-
' tance. 11 I 
thinki::e:~::c::::ai:0m::::t::et:::::::~s stimulate creative I 
Thmsic forces us to use our imaginations. You cannot 
I
I 
seize musical experience and hold it in such a way as a still ll 
shot in a movie can suddenly stop a complete scene. I 
1/ 
Copland- concludes that: 11A single musical moment im- I 
I mobilized makes audible only one chord. This never-ending ·( 
flow of music forces us to use our imaginations, for music is 1 
I in a continual state of becoming." 
To conclude then: Music and sound really are the best 
stimulants for creative thinking and creative writing 
nothing really tells the children what they should be 
because 1 
hearing.\ 
or guide to pull together the various com-
1 
There is no chart 
2/ 
of a complexpiece of music. ~t is as Copland-
I 
I plex strands 
I 
I 
l 
I 
I 
I 
i 
says: "Only the inrushing floodlights of one's own imagina-
tion can do that. 11 
II 
I 
I 
i 
I 
\ 
I 
I 
,I 
! 
I 
II 
I 
I 
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,, CHAPTER III 
PLAN OF THE STUDY 
II 
Purpose •. -- The :purpose of this study was to :provide r 
children with interesting, colorful experiences so that they ~~ 
might express themselves in creative writing. ~msic and souni 
records were used for the stimulation of the inner flow of 
feelings and ideas, with sensory channels or bridges :provided ,
1 
after the listening to·the music, for :putting their feelings 
I into some visible form. It was then believed that by using 
'I 
I 
I 
II II their imaginations and thinking logically, the feelings re-
I leased would be sincerely expressed in writing. 
Definitions.-- When the term n~reative writingtt was use 
in this study, creative writing meant the sincere.release of 
I 
I 
I 
I 
I 
The feelings were related to I 
I a :personal experience of the.· child. The iP.ner feelings of j 
the inner feelings of children. 
their experiences were organized and put into the words of thell 
I 
child. I 
I By rtsensory channels or bridges, n the authors meant the , 
These were 'I 
I 
motivating techniques used throughout the study. 
used to hel:p the children to organize their ideas drawn from 
·the listening of the music, into some visible oorm before ex-
pressing it in writing. 
These sensory bridges or channels took the form of the 
I 
I 
I 
I 
following media: expressive bodily movemen~s, abstract crayo~l 
pantomime, dramatic plays, finger painting, .te:npol'a J. drawings, 
---~~=---::-.... -- ·--· 
-50- I 
I 
II 
51 
:painting, clay modeling, sponge :painting, listening to 
water colors, and unrelated objects. 
:poetry,j 
Selection of.population.-- Forty-six :pupils from grades 
' 
three and six :participated in this experiment. They consiste 
of :pupils in schools of a New Ham:p.shire community and of a 
suburban Boston community. 
Preliminary testing.-- In the :preliminary testing, a 
record was :played to each class. The records used in Grade 
were urn the Hall of the Mountain Kingn from the Peer Gynt 
I 
l 
I 
I 
Suite by Grieg. For the :pupils not :present at the :preliminary~ 
testing, it was necessary to use nThe Stormtt from The William I 
Tell Overture by Rossini. In Grade 6, Debussy's La Mer was 
:played for the :preliminary test. 
Without further discussion, the children were directed 
I to write a story 
I 
Ji ting . channels or :::::e:h:: :::c:::::n:u::::t::~lo::dm::i:::p I 
I 
II 
II 
I 
them in any way. 
Schedule.-- .After the initial test, a :period of six 
weeks' work followed. During this :period, 12 musical com:po-
si tions and 12 motivating tecbJ:iigues were designed to stimu- I 
I late the flow of ideas in creative writing. The, individual I 
lessons took approximately one weei. The detailed instruc-
tions and techniques for each lesson will be found in the a:p- \ 
i 
I 
I 
:pendix. 
Preparation.-- In Grade 3, a week's readiness :period was! 
undertaken to sharpen the children's listening ability and to 
review basic rhythmic responses to music. The following 
Boston University 
School of Education 
Library· l 
II 
albUms were used: Rhythm Time (Bowmar Records) and Childhood I 
Rhythm Records (Ruth Evans' Recordings). J 
Once the children recognized these basic rhythms, they I 
I 
discovered that music told them to do something. They re- i 
sponded by. e:x;pressi ve bodily movements, such as hopping, walk~~ 
ing, running, etc. 1
1 Following this ;procedure, Milton Cross 1 record Album, 1. 
The Magic of Music, was used for listening lessons. It re-
vealed to the children that music is magic and that it create~ 
I 
a mood. The reason this step was taken was to have the chil- I 
dren sense the moods in music and to endeavor to respond with I 
individual interpretations. 
In Grade 6, a few days of guided listening activities l 
I 
were used as a readiness period to· sharpen the sense of hear- ! 
I 
ing for stimulating auditory images. Some of the exercise~ 
used were: listening to various sounds in the classroom with I I, 
I' the windows and doors opnned, listening to various sounds as 
II heard on a field trip, and listening to sounds of falling ob-
I jects. 
The reason for this type of listening was to give more 
I 
1 active and conscious attention to sounds of auditory expres-
sion for the purpose of gaining some meaning from it. 
Final testing.-- Upon completion of the six lessons, a 
final unmotivated lesson was presented, to determine whether 
~~ or not there was satisfactory growth shown in these four im- \ 
portant qualities of creative writing: originality, organiza-\ 
j tion, vocabulary, and elaborative thinking. It wa~- _:9-oped thc:-tl 
·-- ------ --·---~-----------------------------·-··--·--·-· ·--··-··-------.:..--- -------------------- - ,, 
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'the children's thoughts would be original, their own; that 
' I 
their ability to logically organize their thoughts would devel I 
i 
o:p; that their interest in and use of dexcri:ptive words and ! 
I 
:phrases would grow; and that elaborative writing, or ideas I 
would be fluently expressed. 
~s of patterns.-- The following lessons were develop 
by the authors for grades three and six. It was hoped that 
the lessons would release sincere inner feelings of children, 
develop their imagination, increase their ability to think 
logically, and to make creative writing less difficult and 
more enjoyable. 
1. Grade III: Lesson I 
The :purpose of this lesson was to stimulate children to 
draw from music a wealth of ideas to be expressed in creative 
writing. It was also the :purpose of this lesson to :provide 
sensory channels of dramatic :play and crayon drawings from the 
listening to familiar horse rhythms in music, to.the writing 
of individual stories. l 
The lesson followed a motivational -:pattern of listening I 
: to music for ideas, responding to music with expressive bodily/! 
I movement, expressing responses in the visible form of crayon II 
drawings, and then creatively interpreting them in writing. 
The materials used were: F..b.ytbm Time (Bowmar Records); 
Hobby Horse by Octavio Fino (RCA Listening Album No. 1); Ride 
The motivation of the lesson started with a review of 
1,' 
I 
I 
I 
I 
IF=--
I' 
\ II 
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the basic horse rhythms and responses to the rhythms. A pair 
of Hop-along Cassidy boots and gloves held up to the class 
stimulate a discussion about cowboys. 
The poem, The Cowboy, was read for its atmospheric val-
ue, for its influence upon the mood of the group, .for its e£-
£ect in carrying their minds up and away to areas in which 
they may experience a release from their own thoughts and 
£eeling. 
Cowboys were discussed in general as to the work they 
do; how they dress. 
i 
I 
1\ I 
lj I. 
Following the reading and discussing, the class entered I 
! 
I into informal dramatization o£ the poem. 
I 
i Two musical compositions were played: Hobby Horse, by 
'II 
I Octavia Pinto and IDhe Ride·. of the Valkyries, by Wagner. They 
j listened to the records and developed a crayon picture story 
I 
! 
i 
I 
I 
I 
I 
j about what they heard in the music. The lesson took five days I 
I
I to develop. , 
On the first day various horse rhythms were played and I 
I 
11 responded to by expressive bodily movement. Hop-along Cassidy! 
:1 boots and gloves held up to the class stimulated the discus- I 
j sion. o£ cowboys. The poem, The Cowboy, was read, the story inl 
it was discussed, and ways o£ acting out the poem were planne 
The class then informally dramatized the poem. 
On the second,day the poem was reviewed in a question 
i 
musical compositions were ! 
. I 
and answer period. Then the two 
j played. They were instructed to listen to what the music told·l 
j them, and to draw a picture of it. ~~ 
---- ------------- --------- --- =-===========::It-r·=--= == 
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During the third day, they listened to the music while 
1
1 
looking at their pictures. They were encouraged to individu-
write. . . 
'Ially interpret their picture stories. They then started to 
I i 
j1 On the fourth day, the music was played again while their II 
I stor:ies were finished. They proofread their own stories. 11 
. I 11 
l
i The fifth day consisted of tb:e children reading their 11 
/stories to the class. ~ 
I .1 2. Grade III: Lesson VI 
The purpose of Lesson VI was to stimulate the flow of l 
i 
ideas arid imagination from the element of mystery in unidenti- I 
I fied sounds heard in a sound record, and to encourage the 1 
j children without the use of a sensory channel or bridge, to 11 
I trFllsfer this element of mystery into their creative writing. 1,, 
I - . 'i 
1 This lesson follows an abstract pattern. The stimulation!! 
of ideas is not present in a tangible or visible form. .After II 
a sound record is heard, the motivation to write must come I 
from within themselves. 
I The materials used were: jrecord, ttThe Sounds of Holland, 
I
I Records); pencil and paper. 
The motivation started by 
I 
the 11 Mystery Box11 and a sound 
recorded in Rolland (Capitol 
demonstrating the meaning of 
mystery and suspense. A large unopened box holding unknown 
!contents was present in the classroom. The discussion of the 
'I box being there, of not knowing who put it there, what it was 
1
for, or what would be done with it, led to the discussion of 
I: the elements ·of mystery and suspense. It was brought out that :I 
----------lr - -- -- ------ -------- - ----- .. __ - --- -T-
Ii I 
I I 
these same questions coulO:. be asked of themselves when they 
listened to the record of unidentified sound. I 
. ,j j During the first day, the . nMystery Boxtt was displayed and IJ 
ll'lldiscussed as to what was in it, who :put it there, what it was l1 
!l j.for, or what would be done with it. The elements of the mys- :1 
I : ltery of the box and the suspense of waiting to open it clari~ 
lfied the meaning of the terms 11mysteryu and Hsus:pense. 11 The 
I 
!record was :played. A relationship was made between the mys- 1 
I . ' II' ltery of the unidentified contents o.f the box and the unidenti-
fied sounds in the record. A comparison was made between the 
!suspense of waiting to open the box and the suspense of wait-
~~ing to know the true story o:f the recorded sounds. 
II On the second day they entered into a review discussion 
lof what makes mystery·and suspense. They were not told to 
write a mystery story, but were guided along those lines. 
The third day '.s lesson consisted of listening and writ-
ing. 
I 
1 The .fourth day was spent in listening and .finishing their! 
I stories. I 
II 
I 
I 
I On the fifth day the stories were read to the class and 
the '1Mystery Boxu was opened. The contents in the box was a 
large :plastic spinner on a rubber suction cup to be used by I 
the c~:s:a~d::::::gt::~u:::yg::::·have an individual booklet I 
[io:r the stories written during these seven weeks, and that a I 
~ II copy o:f them be given to the school librar~ ..... -·-· \I 
--·- ---- -- ·- -·- -- -·-· ------ --- --··--·-·-·· ---- ····---·- .I 
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I 3. Grade VI:· Lesson I l' 
j The purpose of this lesson was to help children develop a11 
!creative story through the feelings they achieved from the I 
I 
different sounds of the orchestra. 11 
The materials used in this lesson were: Young Person's li 
Guide to the Orchestra, by Benjamin .Britten (Columbia Records)~! 
crayons and 
I and pencil • 
drawing :paper, set of instrument :pictures, :paper 
1 The motivation of this lesson started with the listening 
r 
I 
of the recording; the :pupils then recorded their feelings by 
sketching abstract lines on drawing :paper. The :pupils also 
sketched a place where the sound might occur. This was done 
for the string, woodwind, brass, and :percussion sections of 
the orchestra. A set of instrument pictures was used to stim-
1 late the children's desire to write. 
I 
I 
The lesson took five days to develop. The first day was 
~~introduced with the thought that music tells a story as well 
as gives enjoyment, ~he story depending upon the mood of the 
music as heard from the different sections of the orchestra. 
The record was then played without any mention of the title. 
The pupils' feelings were discussed and they were listed on 
the board under the :particular section of the orchestra. 
The second day, the pupils sketched abstract lines of 
I 
i 
I 
I 
I 
I 
II 
I 
! 
i 
i 
different colors and a place. to determine further their feel- i! 
ings. A discussion started as to why they selected a certain I 
. jl 
groups I 
!color and place. 
On the third day, the class was divided into seven 
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Each group directed their listening to one section o.f the or-
chestra. .After the :playing o.f the record each group developed 
an art :picture which told a story as a result of the instru-
ments of their section. 
The fourth day, each group develo:ped.a creative written 
story from their art story. One :person in each group acted as 
·secretary to take down their ideas. 
On the fifth day, each group acted out their story with 
informal spontaneous dialogue. 
4. Grade VI: Lesson VI 
The :purpose of this lesson was to develop a sense of or-
ganization in creative expression through the use of music and 
uJ.ITelated objects. 
The materials used in this lesson.were: Bwana-a, by 
.Arthur Lyman (High Fidelity Recording, Inc.); unrelated ob-
jects, such as sea shells, :pieces of coral, boat, and :paper 
and :pencil. 
There was little motivationto encourage a creative story 
in this lesson. The only stimulation was to listen to a :piece I 
of music arid associate. it with the unrelated objects displayed 
on a table. 
The following lesson took four days to develop. On the 
first day, the class was directed to view all sorts of unre-
lated objects on a table. After they had seen these objects, 
they listened to a recording without any mention of the title. 
1 
They were told to develop an outline by trying to associate 
I 
59 
The second day, the class developed the second half of 
1their outline. They listed their main ideas under a main 
!topic listed as sequence of events. The music was played 
I jagain while they worked. 
I During the third day, each pupil,reviewed his outline, 
1
and from this outline they were told to develop a creative 
story. The music was :played softly while they worked. ! 
f 
I 
I 
On the fourth day, _the children .that wanted to read their I 
jstories to the class were .given the opportunity to do so. 
I, 
I 
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CHAPTER IV 
ANALYSIS OF DATA 
1. Introduction 
It was the purpose of this study to ascertain whether '· 
children would improve in composition as a result of certain 
motivational techniques. 
2. Description of the Study 
Seven lessons were prepared for Grade III and seven les-
I 
I 
I 
I 
I 
!! 
I 
I sons were prepared for Grade VI. Each composition was rated 1 
1/ I 
by the PJlderson- Scale and total scores assigned on the basis I 
I I' 
lof the ratings in originality, vocabulary, organization, and ' 
I 
'elaborative thinking. 
I 
The data were analyzed to determine: 
I 1. The significance of the difference between the mean I 
score on the pretest and the mean score on each of the .1 
lessons taught. I 
2. The lessons which were the most successful at each 
grade level. 
j I 
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3. Data .for Grade III jl 
The data for Grade III were analyzed first. Table l 
shows a comparison of mean scores between the pretest and the 
1 rhythmic music response. 
II 
i!Table 1. Comparison of Mean Growth Between the Pretest and 
Lesson I - Rhythmic Music Response 
I 
II 
II 
I 
I 
O.R. II 
:I 
II 
!==================================================== 
! Lesson N. Mean S.D. S.E. Diff. S.E. 
M. Diff. 
Pretest 18 2.72 3.08 .75 I 
I ?·\IJ\5 1.~6 l.7fP5! 
1
1
Lesson I 18 4.78 3.68 .89 I 
------------------------------------------------------------------i 
An examination of Table l shows the difference between I 
!!means is 2.06. This difference yields a critical ratio of 
11.775, which is not statistically significant. 
Table 2 shows a comparison of mean scores between the 
test and melody, followed·by finger painting. 
Table 2. Comparison of Mean Growth Between the Pretest and 
Lesson II - Melody and Finger Painting 
I 
I 
I 
I 
i 
I 
i 
nre] 
J:' li 
I 
I 
I !====================================================== I 
C.R. I Lesson N. Mean S.D. S.E. Dif£. S.E. M. Diff. 
Pretest 18 2.72 3~08 
-75 
1.75 .98 1.785 
1Lesson II 17 4.47 2.40 .60 
I An examination of Table 2 shows the difference between 
llmeans is 1.75. This difference yields a critical ratio of 
11.785, which is not statistically significant. 
.. J 
I 
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I Table 3. Comparison of Mean Growth Between the Pretest and II 
j Lesson III - Melody and Abstract Crayon :Drawing ll 
i ,, 
I ji !==================================================' 
1 Lesson N. Mean S.:O. S.E. Di££. S.E.. C.R. 
I I M. :Oi££. 
------------------------------------------------------------------
!Pretest 18 2.72 3.08 .75 i 
II 
2.52 1.05 2.4461 
11
_L_e_s_s_on __ r_I_I __ l_7 _____ 5_._2_4 __ ~:~.·-8_5 ____ ·7_1 ______________________ ~----[ 
An examination of' Table 3 shows the difference between I 
I means is 2.52. This difference yields a critical ratio of' I I 
I 
1
1
2.446, which is no~ statistically significant at the one :per 
lcent level, although it is very close to the criterion 2.576. 
Table 4 shows a comparison of' mean scores between the 
:pretest and melody, followed by dramatics and grou:p stories. 
Table 4. Comparison of' Mean Growth Between the Pretest and 
Lesson IV - Melody and Creative :Dramatics and Grou:p 
Stories 
i Lesson N. Mean 8.:0. S.E. :Oif£. S.E. C .R. 
I 
I 
! 
I M ·Iliff'. I 
I --------------------------------------·-----------------------------1 
II Pretest 18 2. 72 3. 08 ~-?~· · · ,,., 11 ~=28 -794 7.909 
Lesson IV 18 g.oo 1.18 .26 I 
--------------------------------------------------1 
An examination of' Table 4 shows the difference between 
means is 6.28. This difference yields a critical ratio of' 
i 
i 
J !I 
I 
I 
; 7. 909, which is statistically significant. ·I 
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Table 5 shows a comparison of mean scores between the 1 
I 
retest and sound, followed by crayon drawing. ! 
I 
l'l'able 5. Comparison of Mean Growth Between the Pretest and 
Lesson V - Sound and Crayon Drawing 
! 
I 
I Lesson N. Mean S.D. S.E. Diff. S.E. C.R. ! 
i M •. Diff. 
I 
1Pretest 18 2.72 3.08 
-75 
3.28 1.16 2.827 I 
Lesson V 18 6.00 3.64 ~88 
An examination of Table 5 shows the difference between 
1
means is 3.28. This difference yields a critical ratio of 
1
j2.827, which is statistically significant. 
I Table 6 shows a comparison of mean score·s- between the 
!pretest and sound, followed by the use of a mystery box and 
abstract objects. 
Table 6. Comparison of Mean Growth Between the Pretest and 
Lesson VI - Sound and the Use of a Mystery Box and 
Abstract Objects 
I 
II I 
I 
I 
I 
I 
I 
==================================================================! I Lesson N. Mean S.D. S.E. Diff. S.E. C.R. ,j 
I-------------:-----M_. ______ D_if_f_·----11 
I Pretest' 18 I I I 
IJesson VI 17 
3.08 
2.56 
·75 
.64 
3.87 1.00 3.870 I 
I 
------------------------------------------------------------------, 
I 
I 
An examination of Table 6 shows the difference between 
means is 3.87. This difference yields a critical ratio of 
I j3.870, which is statistically significant. 
'I 
i 
li II 
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1 
Table 7 shows a comparison of mean scores between the 
·/ 
I 
I 
pretest and melody, followed by no motivation. 
Table 7. Comparison of Mean Growth Between the Pretest and 
Lesson VII - Melody 
An examination of Table 7 shows the difference between 
jmeans is 5.39 •. This difference yields a critical ratio of 
I 
,4-.812, which is statistically $ignificant. 
I 
4-. Data for Grade VI 
1 The data for Grade VI were analyzed after Grade III. I 
I Table 8 shows a comparison of mean scores between the pretest 1 
I 
land melody, Iollowed by crayon drawing and group stories • 
. i 
I 
I 
I' 
'I 
Table 8. Comparison of Mean Growth Between the Pretest and 
Lesson I - Melody and Crayon Drawing 
I 
I 
==~~~~~~~~~~~~~~~~~~==! 
C.R. I Lesson N. Mean S.D. S.E. Diff. S'.E. M. Diff. 
---------. 
j 
i Pretest 28 4.50 5.13 .99 
3.33 1.24-I Lesson I 28 7.83 3.90' ·75 2.6951 
An examination of Table 8 shows the difference between 
means is 3.33. This difference yields a critical ratio of 
I 
'I 
II 
II II 
II I il 65 I 
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112.695, which is .statistically significant. 
1 Table 9 shows a comparison of mean scores 
I 
pretest and melody, followed by pantomime.· 
between the I 
I 
I 
I 
l------------------------------------------1 
An examination of Table 9 shows the difference between 
means is 1.00. This difference yields a critical ratio o::f 
.833, which is not statistically significant. 
I 
i 
I 
Table 10 shows a comparison of mean scores ~etween the 
pretest and melody, followed by clay modeling and group stor- .1 
,. 
ies. 
II 
Table .10. Comparison of Mean Growth Between ~l:ihe Pretest and I 
Lesson III - Melody and Clay Modeling i 
i===================·l 
!
11
1 Lesson N. a .R. II 
ll J1_Pr_e_t-es_t __ 2_8 ________ ----'-----~-------ll
I 3.033 j' 
!Lesson III 27 I : 
i I 
'i II An examination of Table 10 shows the difference between 
-=== 
!means is 3.6l. This difference yields a critical ratio of 
,3.033, which is statistically significant. 
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Table 11 shows a comparison of mean scores between the I 
pretest and sound, followed by sponge painting. 1 
Table 11. Comparison of Mean Growth Between the Pretest and 
Lesson IV - Sound and Sponge Painting 
'======================================! 
c .R. I 
I 
Lesson N. Mean S • ]) . S . E. Dif f • S • E. 
M. Diff. 
----------------------------------~------------------------------
Pretest 28 4.50 .99 
2.22 1.18 1.8811, 
!Lesson IV 25 6.72 3.17 .65 I --~-----------11 I ,. 
I An examination of Table 11 shows the difference between II 
i ,j 
1 means is 2. 22. This difference yields a critical ratio of II 
.,l. 881 , which is not statistically significant. j) 
· Table 12 shows a comparison of mean scores between the 1 
I 1·1, Jpretest and sound, followed by poetry readings. 
Table 12. Comparison of Mean Growth Between the Pretest and 
Lesson V - Sound and Poetry Readings 
I 
!================================================================== 
N. Mean S~D. S.E. ])iff. S.E. C.R. 
M. ])iff. I Lesson 
I 
! Pretest 28 
I 
I 
I 
I 
I 
J 
Lesson V 
4.50 5.13 
-99 
1.89 1.22 1.5491 
23 6.39 3.83 .71 
~_n examination of Table 12 shows the difference between 
means is 1.89. This difference yields a critical ratio of 
I 
I 
\1.549, which is not statist~cally significant. j 
I II 
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i 
I 
Table 13 shows a comparison of mean scores 
An examination of Table 13 shows the difference between 
'I means is 3. 54. 
. 2.682, which is 
This difference yields a critical ratio of 
statistically significant • 
Table 14 shows a comparison of mean scores between the 
pretest and melody, followed by no motivation. 
Table 14. Comparison of Mean Growth Between the Pretest and 
Lesson VII - Melody 
I Lesson N. Mean S.D. S.E. Diff. S.E. C.R. 
I 
M. Diff. 
Pretest 28 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 
I 4.50 5-13 -99 
3.94 1.30 3.030 1 
Lesson VII 27 8.44 4.38 .85 
An examination of Table 14 shows the difference between 
means is 3.94. This difference yields a critical ratio of 
I 
,3.030, which is statistically significant. 
I 
I 
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il CHAPTER V 
SUMMARY AND CONCLUSIONS 
1. Introduction 
It was the purpose of this study to stimulate growth in 
children's creative writing through the use of music and 
sound, followed by motivational bridges leading from listen-
I 
I 
I 
I 
I 
11
,!1 
I 
I 
j ing to writing. 
I 
t 
11 
!I 
I 
I 
I 
I 
I 
i 
2. Description of the Study I 
Seven lessons were prepared and taught to 18 children in ! 
I 
I 
I 
I 
I 
the third grad·e. Seven different lessons were prepared and 
I 
I 
taught to 28 ·children in Grade VI. Compositions were rated ~~ 
on the basis of the Anderson Scale and an attempt was made to 
1
, 
determine which lessons produced the best results at each 
grade level. 
The lessons covered a period of six weeks. Children's 
compositions were rated before any special teaching was done 
and comparisons were drawn between those and each of the les-
sons taught. The data were analyzed to determine: 
1. Which lessons at each grade level seemed to produce t 
the best results. 
3. SummarJ and Conclusions 
! The following conclusions can be drawn from the analysis 
.I of the data: 
I 
I 
I 
I 
I 
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Grade III 
1. In Grade III, :Lessons four, five, six, and seven all I 
produced critical ratios, as the result of the differ-
1
1 
.I 
ence between beginning and end scores, which were sta-li 
I 
l 
I 
tistically significant. 
2. After the first three lessons, therefore, all lessons 
I 
I 
in the third grade produced statistically significant 
results. 
3. The lessons which produced the above achievements were 
i 
I 
a. Melody. and creative dramatics used in group stories I 
I b. Sound and crayon drawing 
c. Sound, abstract objects and the mystery box I 
I 
4. Lesson seven, the last in the series, was not nlaced in 
.t' II 
any particular motivational situation, and no bridges I 
were employed and it produced significant results. 
Gra?-e VI 
I 
I 
Sl. x, and seven nro- i, 1. In Grade VI, lessons three, four, .t' 
I 
duced differences which were statistically significant \ 
2. In Grade VI, there was no consistent rise in score fro 
lesson to lesson. The children had fluctuating scores I 
I 
I 
in accordance with their acceptance or rejections of 
the motivation. II li 
II 
I 
3. The lessons which produced successful results were: 
a. Melody and crayon drawing 
I 
I 
II 
=+ 
b. Melody and clay modeling 
c. Sound and.unrelated objects 
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4. Lesson seven, the last in the series, was not placed 
I in any particular motivational situation, and no I 
I bridges were employed and it produced significant re- 1 
II 
I 
sults. 
Grade VI 
I 
l. In Grade VI, lessons three, four, six, and seven pro- II 
duced differences which were statistically significant~ 
I 
! 
I 
2. In Grade VI, there was no consistent rise in score fro~ 
lesson to lesson. The children had fluctuating scores I 
I 
I' 
11 
I 
I 
! 
l 
l 
in accordance with their acceptance or rejections of 
the motivation. 
3. The lessons which produced successful results were: 
a. Melody and crayon drawing 
b. Melody and clay modeling 
c. Sound and unrelated objects 
4. Lesson seven, without any particular motivation, was 
again one of the significant lessons. 
At both grade levels the seventh lesson is designed to 
lpick up growth resulting from the six stimulated situations. 
!Since it produced statistically significant gains at both 
inferred that these children have 
I 
I 
'i 
I 
11· 
!, 
I! 
·I 
II I• 
II 
I 
i 
I 
I 
I 
I 
I l
grade::levels, it could be 
!
had sufficient structured 
to stue creative efforts. 
I 
motivation to start them on the road i 
I 
4. Implications for Teachers 
Informal conclusions from observations made by the 
Jwhile conducting this study were: 
l. Children enjoyed creative writing. 
I! il 
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1 2. They were not limited in ideas or thoughts to be ex-
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I 
I 
I 
i 
I 
II 
i 
I 
I 
pressed. I 
I 3. As the mechanics of writing were mastered, their ideas! 
flowed freely and were stimulated by the writing. 
4. Children became more aware of their surroundings, of 
events, and of their own feelings concerning them, 
through the use of regular creative writing periods. 
5. Spelling skills improved. 
I 
I 
I 
I 
I 
6. Language usage beyond their grade level was 
and mastered through writing. 
disc.overed I 
7. Reading was improved through the vocabulary enrichment 
that was taught along with and that grew out of crea- I 
tive writing. 
8. They became more interested in words, word meanings, 
unusual placement o'f words for unusual effects, and 
shades of meaning. 
9. Creative writing helped- develop logical, and clear 
thinking. 
lO. Children discovered more beauty in things while gain-
ing skill in spontaneous creative writing. 
ll. Some children developed a sensitivity and depth of 
feeling and thought within themselves that they would 
enjoy being able to draw upon during their lifetime. 
l2. Children interested in writing their own stories but 
who always needed more motivation than some for ideas, 
I 
I 
I 
I 
I 
I 
I 
I 
I 
i 
l 
I 
I 
I found greater interest in their social 
I. · l f · · · dd · t · l 
studies and 
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I 
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!I 
I 
I 
i 
13. A liking for good music was developed from music used I 
£or motivation. I 
I 
! 
14. Since using music motivation £or writing, music became I 
important to them £or listening. 
15. They enjoyed their song books more than ever. 
16. They discovered another activity that they enjoyed 
ing ±ndependently when other work was £inished. 
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Grade III: Lesson I 
Purpose: 
To stimulate children to draw from music a wealth of 
I ideas to be expressed in creative writing. 
74 
I To provide sensory channels of dramatic play, and draw-
I 
ing,_ from the listening to horse rhytbms, to the writing of 
individual stories. 
Materials: 
j 1. Hop-along Cassidy boots or gloves 
I 
r 
I 
I i; 2. Poem, The Cowboy ! 
3. Literature used for its atmospheric value, for its 
1i 
in-11 
fluence upon the mood of the group, for its effect in 
carrying their minds up and away to areas in which 
they may experience a release from their own thoughts 
and feelings 
4. Manila drawing paper 
5. Crayons 
6. Records: 
Rhythm Time (Bowmar Records) 
Hobby Horse, by Octavio Pinto (RCA Listening Album 
No. 1) 
Ride of the Valkyries, by Wagner 
Motivation: 
Discussion held as follows about: 
1. Careful listening for mind pictures. 
2. Use of picture words. 
3. Asking themselves the questions Where? Who? What? Why? 
I 
I 
I 
I 
I 
I 
I 
I 
I' II 
II 
I 
I 
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How to develop their stories. i 
i 
I Hold up the Hop-along Cassidy boots or gloves. 
ttWhat do these make you think of?tt (Discussion) ! 
First Da;l: 
I Play various horse rhythms. Have the children respond to I 
I I I 
lthem with expressive bodily movement. 
Read the poem, The Cowboy. 
Over the prairie the cowboy will ride, 
Spurs on his boots and a rope at his side; 
Far from the ranch house he travels each day, 
Yi:p-:pee-ki, yi:p-:pee-ki, yip-:pee-ki, Yayl 
Here he comes whirling the rope in his hand, 
Soon he will lasso the cattle to brand; 
Work now is over, he gallops away, 
Yip-:pee~ki, yi:p-:pee-ki, yi:p-pee-ki, yayl 
Night~time is falling, he opens CJUs :pack, 
Lays out his blanket and sleeps On his back; 
Saddle for :pillow, no roof but the sky, 
Yip-pee-ki, yi:p-:pee-ki, yi:p-pee-ki, yi! 
Discuss cowboys in general. What work does he do? How 
does he dress? How does he walk? Why does he walk that way? 
11We'll make believe that we are cowboys. Let's act it 
! 
I 
j 
I 
I 
I 
I 
I 
I 
I 
II 
I 
' 
out--we'll walk to the corral, ge~ on our horses, and ride offl 
I 
across the :prairie. (Each child has a chance to tell about 11 
I· i his horse, name, and color.) We walk our horses, gallop, can- I 
I I ter, lope. 11 
· uwe look over the ranch as we ride. We see·a fence to 
mend; we bring in the stray cattle •. Then we go to the ranch 
house for breakfast. Did you see some good cowboys? Are 
jthere any cowgirls too?n 
I 
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(We discuss activities of second verse.) 
I 
I 
76 ll 
II ~~=~=~-, 
I Row dl. d you ,
1
i. 11What is a lasso? What is it used for?. 
lthrow it? What does branding mean? Row is it done?. What 
!kind of a brand will you use? Let's brand our cattle.'' (Chil-
ldren can be divided into groups of three or four for this ac- I 
j1tivity. Let them plan their own division of work; who will 
I 
!rope, brand, be the steer, horse, fire tender, etc.) 
I (Discuss third verse.) 
"Why are we so far from the ranch house when night comes? 1 
What do we carry in our packs? Will someone show us how to I 
I 
tru~e our blanket from the saddle? Wbat might we do as we sit ! 
around the campfire 'before we settle down for the night? u ,I !l 
'i (Each t~ild can choose his own instrument--banjo, guitar, har- 1 
monica, etc., and they can sing a song.) 
(To get group back to seats): nwe are awakened by the 
crowing of a far-away rooster, and we get back to the ranch 
house.'' 
Second Day: 
I 
! 
I 
I 
i 
1 
!j 
II 
(Rave questions, who?. what? where? why?. when? how? listedij 
jon board.) I 
I 
I' nwe had fun acting out the story in the poem, The . Cowboy. jl 
II I Did the story answer the questions we ask ourselves when we !j 
!write stories? 11 
! (List answers beside the question words.) I 
I "Today I'm going to play two records that will tell you a! 
I II i story to act out. It will tell each of you to do something, i, 
I !I 
iand it may not tell any of us to do the same thing. You 1 
I! 
77)\ 
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--~~~=~~ ~~~ ~s e-t~e ;,;:;::=";;;,:~-;:~~~ y-;;~~;:;,'~~ ~~- do. Do what 'it -t~ii~ - ~~,----,~ 
it told someone 11 ou to do. Don't pay any attention to what 
II 
ll 
II 
II 
else to do. 11 
Play Hobby Horse, by Octavio Pinto (RCA Listening Album 
jNo. 1); Ride of the Valkyries, by Wagner. 
(Divide class into .four groups.) II II 
'I nNow draw a picture of what the music told you to do. !i 
iDon't forget to put in your picture who it is about, and what I! 
lis happening; also where it is happening." il 
Third Day: I 
(Have class in same groups.) 
(Listen to records again, while looking at their picture. I 
11 Now, write your story while the music is playing. Think I I 
o.f a good beginning sentence, one that would make a person j 
ll 
I 
I 
I (Play the music ·while they write.) 
!Fourth Day: 
I 
i 
i 
l 
I 
Play music. 
Finish their stories. 
Proo.f-read their own stories. 
I
Fi.fth Day: 
. They read stories to class. 
sentences and why they were good. 
i 
I 
l 
I 
I 
Discuss the best beginning •j I, 
I, 
I 
I 
,\ 
!I 
I' :1--~~-
il 
I' ,I 
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Grade III: Lesson II 
1Purpose: 
1. To ;s,timulate children to draw from music a wealth of 
ideas to be expressed in creative writing. 
2. To provide sensory channels of expressive bodily move-
ment, and finger patt.nting from the listening to music 
to the expressing of it in writing • 
. :Materials: I . 
I 1. Finger paints 
2. Containers for water 
3. ·Glazed paper 1:8 by 24 inches or a good grade of shelf 
paper. 
.. 
4. Damp cloth for each user 
5. Protection for clothing and desks 
6. Drying place spread with newspapers 
7. An iron 
I 
I
ll. 
·I I 
I 
I 
I 
I 
I 
II 
l 
8. Record, 't:Ri tual llMoe of Fire, 11 No. 7, from the ballet, I 
El .Amor Brujo by, Manuel deFalla. 
Motivation, First Day: 
11 We had some interesting stories last week. Things real-/ 
1
1
ly happened in them. I'm just wondering what stories today's I 
muslc will make you think of. How will they start? What will! 
be happening? How will they end? 
I Let's listen to the music, listen 
i 
II 
to it move along to its t! 
tl 
Does it move slowly? Is it fast? Does it move un- II 
li 
I d. 1 en lng. I . 
! 
! 
I 
1 evenly? Does it slide? Does it leap? 
I 
Does it soar? etc. 
How does it move at first? How does it move in the 
79 
We will put on paper with finger paints what the music i 
I 
tells you~ 11 (Housekeeping standards and finger painting I stan- i 
I dards have been previously set up.) 
11
.At first we will stand near our papers and do with our 
bodies what the music tells us. We will sway, swing our arms, 
jump up, crouch 
I I (Play the 
down, or leap up, i£ it tells us to. 11 · 
11Ritual Dance o£ Fire. 11 ) 
I Second Day: 
I 
Divide class into groups. 
Play selection again. Listen for mind pictures, moving 
!action, and·colors. Discuss colors and how they make you 
,. 
£eel; i.e., sad, happj, cold, warm, hot, tired, thoughtful, ex-
1 cited. I 
I Play selection again while they finger paint. ! 
j :Iihird Day : II 
I (Return their finger paintings.) 
I 
1 (Discuss how some o£ their paintings make them £eel.) 
j I 11 The music and your pictures on paper o£ what the music 
ltold you to do have given you mind pictures too. Write a sto-· 
!I ry about what the music and your pictures o£ the music told 
II you. 
I 
I 
I 
l. What do your swirls, curves, lines, and colors tell? I I 
What do they look liee? What is happening? What 
ors are they? Do they describe anything? 
2. Do they tell anything about people? Who are they? 
I 
col-I 
I 
I 
I 
I 
i 
I 
I 
i 
ll 
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I 
Name them. Describe them. 
3. What .do you think just happened before your picture 
story happened? 
4. How will your story turn out? 
5. Use picture words, feeling and action words. 
II 
I' 
·I 
I 
I 
I 
! 
I 
I 
I 
6. Think up a good title. 11 (P~ay .record--write stories.) I 
I 
jFourth Day: 
I 
I 
Play record again while they finish their stories. 
Proof-read their own. 
I 
J Fifth Day: 
I 
I 
I Play record again, telling the name of it, and explain 
!that music tells each one of us something different. Then 
I tell what the compo-ser was- describing to us and telling us 
with 
I 
I 
I 
I. 
I 
I 
his music. 
I 
ll 
i 
I 
I 
! 
I 
I 
lj 
II 
II 
I! I I 
I 
I 
==db==--:-:=-=-=----"""--'=---=---:-:-: .. =======-===-=-=---=---===--=======---=-=-=---- ----=-=-=--=-=---=-'=---=-=-=:-::-±!:::==== 
I! 
-I 
II 
'I 
II 
·I 
i' 
II 
II 
I 
I 
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Grade III: Lesson III 
Purpose: 
1. To stimulate children to draw from music a wealth of 
ideas to be expressed in creative writing. 
2. To :provide a sensory channel of expressive bodily 
movement, crayon line drawings, and water colors, 
while listening to music, for organizing what they 
know and feel into some sort of visible expression; 
then, by using imagination and logical thinking, ex-
press it in writing. 
Materials: 
1. Manila :paper 12 by 15 inches 
2. Crayons 
I 3. Record, Artists' Life by Strauss 
I 
Motivation: 
"We had some very interesting stories last week. What 
helped make them interesting?" 
Discuss and review: 
1. Careful listening for mind :pictures. 
2. Use of more :picture words. 
3. Asking themselves questions to develop their stories. 
i . h Flrst Day; 
I 
Have materials distributed. 
II 
i 
i 
I 
I 
,, 
II 
I 
I 
l 
I "Today we will listen to music. It will tell you to do I 
j I 
! something that you will want to do. j 
lj At first, we will stand near our :papers and do with our 'II 
I bodies what the music tells us. We will sway_:_=-=s.=w=~=-n=g"'"'·-=o=ur==a=r=m=s,_.,'~'t-=1 ==== 
.. -- ~ 
II 
Ji 
,I ,, 
!I 
. \\ 
i 
i 
=="-'===~·==-".::==-.:._=.::~--==~::.==;:o~c=::~~=;:::=-..o.::===~:=-~-=:.;;===::.==:;:;:;;;;;;:=c:..·====:.::=:=o=:==":·.'-'--···-·-:·· 
i and make imaginary lines in the air. tt 
j (Play the music.) They make expressive bodily movements 
! to the music. 
I the air. I -
I 
I 
Sway, swing arms, and make imaginary lines in 
i Second Day: 
Jl Play selection again. Listen :for )!lind pictures, Colors, 
1
1 and places • Discuss colors and how they make you :feel; i. e • , 
1 sad, happy, cold, warm, hot,· hurried, tired, thoughtful, ex-
lcited. Play selection again. Think of places that are cold, 
warm, hot, hurried, sad,· etc. They transfer action to paper 
by drawing unbroken but freely moving lines back and forth 
1
across the paper. 
I 
l 
.I 
I 
I 
I ! Stop selection before the lines become confused or spaces![ 
between them too small. I 
Complete crayon drawings by solid or decorative coloring I 
between spaces with water colors. I 
ll 1 Playing the composition again during this final stage I 
[frequently induces sensitive color choice. I 
I 'l'hird Day: 11 
I Return drawings • ~~ 
j\ Distribute wr;Lting paper. Discuss how the colors and 
1
j 
I lines made them feel, what places they made them think of, \ 
I what could happen in those :places and what people would be do- 1 
.I 
ling in those places. 
i 11 The music and your pictures on paper of what the music I -
i told you to do have given you mind pictures too. Let's use 
! 
i 
II \ 
I our pic.ture 
I 
·---1--· -···-----
1 
I 
for a map, to map out our story. II Let ' s sketch in t 
li 
. .. . I! 
. 1\ 
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the story on the map? Sketch picture of where they are going, 
\one sketch of what they will do, and one for how it will end. II 
l 1. Now let's write the story about the people and places •
1
1 
2. Use :picture words, feeling and action words. 
I 3. Think u:p a good title. 11 (Play record while they start 
',1 to write.) 
!Fourth :Oay: 
I Play record again while they finish their stories. 
IFifth :Oay: 
I They read their stories to both third grades. 
I 
I 
·I 
I 
,\ 
I 
I 
I 
i 
I 
I 
I 
II 
II 
I 
! 
I 
!I 
Grade III: Lesson IV 
(Could be a third lesson) 
Purpose: 
l. To stimulate children to draw .from music a wealth o.f 
ideas to be expressed in cr~ative writing. 
2. To provide a sensory channel o.f dramatization and 
rhythm interpretation .from the listening o.f music to 
the expressing o.f it in writing. 
Materials: 
1. Moccasins 
2. Pictures o.f shoes 
3. Literature used .for atmospheric value and .for its in-
.fluence on mood o.f the group, .for its e.f.fect in carry II 
ing their minds up and away to areas in which they 11 
may experience a release o.f their own thought and :1 
'I 
I 
.feeling. 
4. Records: .for Group I, Run, Rhythm by Ruth Evans 
(Childhood Rhythm Records); .for Group II, Coppelia 
Ballet Suite by Delibes (L'Orchestre de la Societe 
des Concerts du Conservatoire de Paris); Dwar.fs and 
Giant, Rhythms, by Ruth Evans (Childhood Rhythm Re-
cords). 
Motivation: 
Shoes brought in by the children: 
rl 
I 
I 
! 
wooden shoes high-heeled ladies 1 shoes 1 i 
I! 
t! 
ballet slippers plastic shoes 
II 
so.ft leather dancing shoes scu.f.fs tl 
------------·--··· -----·---- ···-···---. ····· ·--· ··-- .·.---------__ ,...... __________ =----===---=----=----~---=------ =============--=----=-=-=-*:ll"-::: --=--=--== 
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men's work shoes dolls' shoes 
tap dancing shoes 
their own rubber boots 
leather moccasins 
slippers 
babies' shoes 
Test powers of observation. Discuss persons who might 
ear them. 
jFirst Day: 
I "If you could have any kind of shoes you wanted, what 
kind would you ask for?tt (Discuss f?hoes, Act out putting 
them on, walking in them, making them.) 
(One child walks across the room in his kind of shoes 
while the others guess what he is wearing.) 
Read poem, Choosing Shoes, by Ffrida Wolfe. 
Second Day: 
New shoes, new shoes 
Red and pink and blue shoes, 
Tell me, what you choose, 
If they'd let you buy? 
Buckle shoes, bow shoes, 
Pretty pointy-toe shoes, 
Strappy-cappy low shoes; 
Let's have some to try. 
Bright shoes, white shoes, 
Dandy dance-by-night shoes; 
Perhaps-a-little-tight shoes; 
Like some? So would I. 
But 
Flat shoes, fat shoes, 
Stump-along-like-that shoes, 
Wipe-them-on-the-mat shoes; 
0 that's the sort they'll buy. 
Divide class into three groups. 
Explain that each group will hear a different piece of 
. ' ~, ~ ~-/ ---~---,.......,.-. ·- ---
- I 
I 
~~=~~~~~-~~ --~~~;~~-. Each pie;~ ;;~;_~=~a~e them ~h~~ -o~---;,~~~:~;a~~-:=~;n;--~;=-r==c=-==== 
I 
i 
I 
shoes, a kind o:f person who would wear them, what might happe 1 
to the shoes themselves, where they came :from and where they 
are goint· The music will tell you a story. 
Your group will dramatize the story the music tells. 
Each group will have a leader. 
I Each group will plan their play, put it on :for the class jl 
and the class will guess which the music told therr~mory. ! 
, I 
Take Group I at recess time. Play the Run rhythmic re- I 
j 
cord. They plan their play. 
Third Day:: 
Group II listens to Coppelia Ballet Suite. Plan their 
I 
I 
I 
1 play with their leader. 
II I 
I 
l 
I 
II 
Group III listens to Dwarfs and Giants and plans their 
play. 
Fourth Day: 
Play music again. 
Each group writes their individual stories. 
Fifth Day:: 
Put on the three plays. 
Guess which music told the story o:f the play. 
I 
I 
I 
,I 
I 
Grade III: Lesson V 
2. To provide sensory channels·· of abstract objects and 
the drawing of a picture from listening to the sounds 
to the expressing of them in writing. 
Materials: 
(Think of your group and their interests when assembling 
these.;) 
1. shells 6. science 11. specimens 
2. insects 7- coffee 12. feathers 
3. wood 8. coal 13. rocks 
4-. bone 9. cocoanut 14-. driftwood 
5. twigs 10. rubber 15. cloth 
Play record a second time as they choose object. 
Tiiscuss the ~uestions that come to mind as they look at 
I' 
' 
II 
I 
II 
II 
' 
·=...Jl-..====-
I' II 
r 
I 
I 
--···----·- =·=···-=-== 
and .feel the object they chose. 
Second Day: 
Play music. Divide class into groups. 
II 
1\ 
ssl! 
II 
----------]= -·-==== 
I 
! 
I 
nsee 
I . 
1 about the 
i.f the sound tells you the answers to 1 the questions :, 
II 
objects it suggested to you. With the chosen object!\ 
I as the main subject or theme in your :picture, draw a :picture 
o.f the story suggested by the sounds and objects. 
the sounds while starting your :picture. 11 
II 
'I Listen to ~~ 
Third Day: 
(Play music.) 
(Finish picture.) 
"Start writing. Try to express the thoughts that arose 
I 
II 
li 
I 
I 
in you, or the mood or .feeling that the music and :picture gave 
you. 11 
Fourth Day: 
Listen to the music. 
Finish story. 
Proof-read their own. 
Fifth Day: 
Stories read by memoers o.f each group, with another mem-
ber using :pantomime while they are being read. 
I 
I 
jl 
,I 
i\ ,, 
II 
II 
I· 
Ill ~~ 
I 
. II 
I' ,I 
~ . 
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Grade III: Lesson VI 
'i 
1\ 
! 
89J 
- ~~ ~ 
l! I 
! Purpose: I 
I II ! 
I 
I 
1. To stimulate the flow-of ideas and imagination from 
the element of mystery in unidentified sounds heard i~1 
a sound record and the mystery of ·.an unopened box, an~~ 
to encourage the children without the use of a sensor~~~ 
channel or bridge to transfer this element of mystery I 
i 
I I into their creative writing. 
I
I Materials: I 
i· 
1. Straight Sound Record, The Sounds of Holland, recorde 
i in Holland (Capitol Records). 
i 
I 
I 2. Mystery box 
3. Paper 
4. Pencil 
Motivation: i 
I 
11Here is. a box. -ii;, No one knows what is in it, who put it I 
lthere, what it is for, or what will be done with it. It is a I mystery. Waiting to open it keeps us in suspense. The soundsi 
I 
I 
I you will hear in a record will be a mystery to you because yo 1 
don 1 t know what they are or who is making the sound. You willll 
'I 
i 
be in suspense until you are told the true.story of there-
corded sounds.'' 
I First Day: The 11 mystery boxtt is displayed and discussed as to what 
is in it, who put it there, what it was for, or what would be 
done with it. The elements of the mystery of the box and the 
tl suspense of waiting to open it clarifies the meanings of the 
-=-=--··--·-- --· - - ----··---· ------------·-------------···--
II I 
'I 
I 
I 
\ I 90 ! 
terms ttmystery 11 and nsus:pense. 11 The sound record is :played. 
A relationship is made between the mystery of the unidentifi.ed 
I 
I 
contents of the box and the uni.dentified sounds i.n the record.!i 
:I I 
I 
I A comparison is made between the suspense of waiting to open 
i the box and the suspense of waiti.ng to know the true story of 
I the recorded sounds. 
!,: Second Day: 
Di.scuss what makes mystery and suspense. You don't tell 
I 
j
1 
them to write a mystery story, but guide the discussion along 
I those li.nes. 
I Third Day: 
l! 
I 
I 
Listen to sounds whi.le looking at the mystery box. 
Listen to sounds while starti.ng to write. 
I 
Fourth Day: 
Listen to sounds and finish wri.ting. 
Fifth Day: 
lj 
'I 
I' 
II 
I 
I 
I TheY-.' read their stories :to the class and the contents of 1 
II the mystery box is revealed._ The box held a large :plastic 
spinner on a rubber suction cup to be used by the class in 
:playing spinner games. It was decided that they each have a 
booklet of the stories and a copy for the school library. 
I 
I 
I 
i 
I 
I 
I 
I 
l 
II I 
II II 
!I 
= 
ll 9lll 
Grade VI: Lesson I 
Purpose: 
The purpose of this lesson was to heilip children develop 
a creative story through the feelings they achieved from the 
different sounds of the orchestra. 
Materials: 
1. Young Person's Guide to. the Orchestra by Benjamin 
Britten (Colu~bia Records) 
2. Crayons and drawing paper 
3. Set of instrument pictures 
4. Paper and pencil 
Motivation: 
Before the actual writing of the creative story, a dis-
cussion started among the children. The children discussed 
.··t=-·-·-= 
I 
the board and drawing paper,· the feelings they achieved while \ 
listening to the four parts of the orchestra. 
The class was divided into groups. Each group directed 
their listening to one section of the orchestra. Each group 
developed an art picture that went along with their particul 
section of the orchestra. From this art picture, a creatige 
story was developed. 
First Day: 
I 
I j 
I 
I 
I 
I 
l 
I 
l 
.j 
.I 
I 
I 
I 
11 Boys and girls, today we are going to listen to a recor 
1
• 
-----·-------------------···-------·-·--·-·---------------·------------------------ ---T~-----------
\1 
i! 
I 
I 
92 I 
I 
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It is a record of the instruments that are used in an orches- i 
I I 
tra. 11 1 
l 
· uwhen ·a composer writes a piece of music he usually tells II 
a story that goes along with ~he music. He uses different in-11 
struments to show different kinds of feeling. 11 I 
11 I am going to play. a· record and I want· you to listen 
I carefully, and after it is over we will try to make a list of I I your feelings. 11 
II 
'I 
i 
Be~:::; n ~:i ::::~~, Young Person' s Guide ~o ~he Orches ~ra, ~~ 
(After the playing of the record, a discussion should I 
I by 
follow. On the board, each group Of. instruments is listed, II 
I and under i~ the children will lis~ the feelings they gor fro,l 
. i listening. If the response is at a standstill, play parts of )
1 !1 the record again.) l
I Second Day: 1! 
I 11 Boys and girls, I am going to pass out a piece of draw- II 
I 1! 
j ing paper. I want you· to divide the paper into four pieces. 11 11 
j (Allow time for this.) . J 
I ... 11 Now class, I am going to play the same record again, an , 
~~what I want yo)!- to do is sketch in each block some kind of 
~~line that goes along with youx feeling, such as cuxl lines, 
II straight lines' flowing lines' etc. Try to select a color 
11 tha~ goes along with youx feelings. There is also one other 
I thing that goes into the same block, arid that is a place. Tr I 
i 
to thi~~ .of a place where the sound is coming from and sketch ! 
.---- ·---= .. ·='"· ~==~========-· =··=-·=--=--=---=--·=·--=·-·=···=···=· -========· 
,j 
The place could be a IJ 
i 
it in. It does not have to be perfect. 
II 
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rough sketch. 11 1 
"Let us go over the things that are going to be placed i I 
one Clock--one kind of abstract line, color that goes along I' 
with the line, and a rough sketch of a place. If you want to 
1
1 
use more than four kinds of instruments, you may use the back li 
of the drawing paper· n · ·I! 
(Play the record and the children work.) jl 
(Call on volunteers who would like to discuss their draw~~ 
ings. If the discussion is too general, the teacher can make I 
it clearer by asking, 11Why did you select such a color? What 
might happen or what exciting thing could take place in your 
sketch? 11 .Accept and compliment all answers.) 
Third Day: 
(Divide the class into groups. Each group .is going to 
direct their listening to a certain instrument or section of 
j 
the orchestra.) I 
I 
I 
I 
"Boys and girls, as you listen to your particular instru I 
ment or section of the orchestra, I would like you to associ-
ate it with a person, animal, or object. Keep it to yourself 
II until the record is over. tt 
ll 
I 
! 
1
1 (Play the record.) 
nNow, what I would like' you to do is try to put your 
I 
ideas together and develop a picture that tells a story. You 1 
may use ideas from the first day's lesson. 
act as secretary to put down your ideas. 
part in drawing the picture. n 
Fourth Day: 
One person will 
Everyone will take 
l 
I 
I 
I 
I 
I 
I 
l 
I 
I 
I 
I 
I 
ttToday, class, 
Each group is going 
ing to translate the 
we are going 
to take their 
drawing into 
94 
to truy something different. 
art picture and you are go- J 
I 
words. Some things to re- I 
story are (l) your story I 
could have any kind of characters, such as animals, people, 
and even objects; (2) your story could have a place or maybe 
member while you are writing your 
, more than one place--you can use 
I 
I II the place; (3) 
I 
i 
I 
I 
I 
acters and the ending could be exciting as 
(Children create their gpoup story.) 
I Fifth Day: 
'I 
I 
j 
I 
i 
I 
I, 
!I 
(Each group can dramatize their art picture, or if they 
prefer,to act out their story with informal, spontaneous dia-
logue.) 
I 
I 
I 
i 
I 
I 
I 
! 
I 
I 
I 
I 
I 
I 
I 
I 
i 
I 
I 
li 
II 
II 
I' 
I' 
II 
II 
II li 
!I 
---- - - -- --- - ~ - - - ~-
ganization in creative expression through the use of expres- 1 
sive bodily movements and music. 
Materials: 
1. Firebird Suite by Stravinsky (Columbia Records) 
2. Paper and pencil 
Motivation: 
I 
,I 
II 
i 
I 
I 
',I I 
II I 
I 
i 
j The lesson started with the thought that when a composer d 
,, 
writes a piece of music he usually has a story in mind. 
children were going to develop a story, but before they 
'I 
The II 
II i· ,I 
started writing, they were going to express their ideas ,1 
through bodily movements. 
1 On the first day the record, Firebird Suite, was played. 
1 
After the playing of the record, the children acted out theirj 
i 
characters through expressive bodily movements. The other 1 
children tried to guess their characters. The different idea 1 
I 
were recorded on the board. 
On the second and third days the same thing was done, 
except the children acted out the time and place of their I 
I 
stori~s. ~ 
On the fourth day, the children developed an outline. ~ 
The main topics were: characters, time, and place. The chil" 
'I 
dren filled in the outline and then went on to develop a ere- 11 
ative story. I 
First Day: 
-
• 
il 
96 !I ,, 
!i 
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11 Class, when a composer writes a :piece o£ music he usual-¥ 
I' 
I. 
ly has a story in mind. When we listen to this record we I' 
I 
sometimes create our own story, which is quite di££eren~ £romi 
I' 
the composer's idea. This is interesting and exciting and ~~ 
As a matter o£ £act, II 
-1 
there is nothing wrong with our ideas. 
I! II 
II 
we are like composers ourselves i£ we thinkg o£ a di££erent 
story. 11 
"Why don't we become composers in a di££erent way. In- i i 
stead o£ writing your story now, why don't we act out our Ill 
Rememj II. characters with our bodies as we listen to the record. 
ber to make your ideas as di££erent as :possible. 11 
(Play the record.) 
'I (A£ter the record, raise the motivating question.) I 
11Let 's try to guess who or what our classmate is while hJ 
is acting it out. Raise your hand i£ you have an idea.n 
II (Class tries to guess--i£ they £ail, then the youngster 11 
interprets it himsel£.) II 
(One group o£ youngsters can be in charge o£ taking down II 
all the characters.) 
1
1 
Second illlay: "Yesterday we thought o£ something the music 
I 
I 
makes you £eel, but today we are going to go through the se-
cond ste:p to becoming a composer. We are going to think o£ a j 
I 
:place where our characters are, and maybe we can act out this I 
:place. Why don't we try to guess where our classmate is· 11 II 
(Play the record.) 
1
. 
Motivating question: nLet's try to guess where our 
classmate is. 11 
! 
i 
~t === 
:1 
il 
II 
'I 
II 
!j 
il 
I 
\ 
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I paper.) 
I 
I 
j Third Day: 
l "Since we have decided characters and places for our 
I 
I story, today we are going into our next step to becoming a 
t 
II 
I 
' composer. 
I 
Remember, time does not have to do with a certain hour or day J I 
We are going to think of the time of our story. 
I ttr am going to play the record again and -maybe some of us I 
)1 want to act out in pantomime the ticine of the story. Why <lon' tl 
we try to guess the time from our classmate's actions.tt I 
11 (Play the record.) I 
1 lVloti vating question: "Let's try to guess the time of th 
story." 
(Another group can put a list of times on a sheet of 
papE?r.) 
Fourt~ Day: 
11 1 would like one person to read his list of characters, 
·places and times to the class. Read them slowly and loudly." 
~Divide the class into groups.) 11 Now comes the final j I 
i 
i step in becoming a composer •. · We have the characters, places, 1 
i 
II 
II 
tl 
and the times; now let's put these things together to form a 
story. You do not have to use everything mentioned.n 
11An outline is on the board to help you develop a story. 
I 
I 
You will have to fill it.in-to get your finai-story.n 
1. Characters 
i 
2. Pla~e(s) I 
~-'==:::FF=-=--------~··=--=-~=~-~=e=(=s=)=====----=-=---=---==---. .,..., =----c= ..... ~-=-==============-===~' === I 
! 
·I 
I 
! 
I 
i 
jl 
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4. Events 
Fifth Day: ,
1 11 Now boys and girls, you have your outline complete. To-1 
- I you are going to unscramble this outline and try to write! 
! 
I day, 
I a group story. Make it as interesting as you possibly can. 11 
I 
I 
11 Do 
!ling. I 
I (If 
not worry about punctuation, capitalization, or spel-l 
am interested in the outcome of your group story.n 1 
the children finish, ask if--theywould like to read /I 
I jtheir story. Accept and commend each story.) 
I 
I 
I 
I 
1: 
I 
I 
=--=--=-=-d. b .. -===-=--=-=--=-=-=--=-=--=-==-=-=-=---==-=-=-=-=--=-=---:::C--=---=--=---=--=---=--=-=----=--=--=-=---=--·=--=-=. -=---=-===-=-=--=-=--=---=-=---=----=-=-=--- ==111i==== 
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Grade VI: Lesson III 
Purpose: 
The purpose of this lesson was to develop elaborative 
thinking in creative expression through the use of clay model 
ing and music. 
Materials: 
1. Grand Ca~yon Suite by Grofe (Columbia Records) 
2. Modeling clay 
3. Large drawing paper 
4. Paper and pencil 
Ivioti vat ion: 
I 
II 
I 
I 
I 
I 
On the first day, the class reviewed their previous stor~ 
ies. They discussed their ideas while listening to the loud 
and soft parts of the music. Then the children listened to 
the Grand Canyon Suite. They discussed the feeling they got 
from listening to this piece of music. 
ll 
I 
I 
On the second day, the same record was played. The chil-l 
dren modeled their most important characters from clay and 
wrote a short story about them. 
On the third, different clay objects, which were unrela- ll 
ted, were put into groups. The children were also put into i 
I groups. Each group tried to develop a group clay picture. 1 
I On the fourth and fifth days, each group developed a 
!written creative story from the group clay picture. 
jl First Day: 
I ''Boys and girls, last week we wrote some stories from 
j listening to music . Let's talk about some of them briefly." 
I' 
:I 
II II 
II 
i 
1oo I 
I 
II 
j, 
- ----=-=-· == 
11 ])id the loud parts of the music make you think of some-
thing?u 
11 Did the soft parts make you think of anything? 11 
''What part of the music made you think of people or ani-
mals?" 
11What part of the music gave you the place and the back-
ground of the story?" 
music and after it is over, we will talk about the feeling we 
got from the music. 11 
(Play the record.) 
''What kind of feeJ;ing did you get from the music?" 
"Was there a certain sound that made you feel this way?n 
trHow would you describe this sound? 11 
1 Second Day~ 
i ~ 11 Today, boys and girls, I am going to play the same re-
I cord. While the record is playing, I want you to mold your 
I most important characters out of clay. These characters are 
I
I going to be in your next story. When you finish, stand your 
I
I clay models on the piece of white paper. Try to give them 
I 
j some interesting name. n 
I "After you have done this, then think of a short story 
that involves your character or·chara:cters. Do not be con-
! 
i 
It 
cerned with capitalization or punctuation. :t am interested i 
your ideas." 
(Play the record and the pupils manipulate the clay.) 
101 
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(After the record, call on volunteers to tell the story 
of their clay model.) 
Third Day: 
11 Today, boys and girls, I am going to :put clay objects i I 
a group. What I would like you to do is :put these clay models! , 
I 
together so they tell a clay story. It will be like :putting aj 
:puzzle together. When it is finished-it will tell us some- I 
ll 
.I 
i 
thing. II 
"When you have completed this, we can act out our clay 
I 
' :picture to the class. Maybe one person can make the story 
I 
clearer by acting asnarrator. He will fill in :parts so it 
will be clearer." 
I Fourth Da_y: 
I 
j 
I 
I 
I 
\ 
I 
(Have the children get into the same groups.) I IIToday, class, we are going to write our final story. r 
You are going to put your characters :from the clay objects andjl 
.the events o:f the story intO order so that we will have a :fi- II 
nal interesting story. It 
II 
(Ask the children if they would like to hear the record- I 
I 
I ing again so that some events will become clearer.) 
i (Play the record.) 
lj 
11 Now class_, write your story, but remember to give your 
:points to the secretary that is taking it all down. Please 
I 
I 
I 
something to o:f:fer. Try to get I 
,, 
il raise your hand when you have 
I 
1 your events down in order. 11 
I 
I 
11 Do not worry about :punctuation and capitalization. You l 
can :proof-read your story later." II 
- ----------- -=#=---
Boston Universit~ 
School of Education 
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I 
I 
I 
II I! 
Fifth Day: 
I I (Each group will 
1 each story.) 
I 
II 
I 
li I' 
,I 
ul 
I 
I 
i 
read their story. 
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Accept and commend 
II 
f 
I 
I 
i 
I 
I 
I 
I 
i 
I 
II 
I 
I 
I 
\ 
i 
I 
Jl 
li 
II I) 
I 
·I 
I 
I 
I 
I 
II 
I' 
!I 
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Grade VI: Lesson IV I· . 
Purpose: 
The purpose of this lesson was to develop originality 
'I ideas and elaborative thinking in creative writing through 
use of sponge painting and music. 
of i 
the II 
I 
I 
Materials: 
1. Safari by Edmond De Luca (Stereo-Fidelity Records) 
2. Sponges 
II 
3· Temp ora paints (all colors) 
4. Drawing paper 
il 5· Flannel board 
i 6. Paper and pencil 
Motivation: 
I 
On the first day, the teacher introduced the sound recordJ 
because it is unusual. She does not mention t;he title. She I 
1 directs the pupils to listen carefully and to think of only 
I 
I 
I 
il 
il li 
1 one 
I I and 
tern 
important thing. The children draw this· object or person II 
11 cut it out. They will be interested in the stencil pat-
and not the picture. 
During the second day, the children get their stencil 
j! 
tl 
I 
i 
I 
I 
i 
pattern and color it. The other pupils try and guess what 
I 
1 they made . J 
I On the third day' each child developed a short story abcu r 
I I 1.~ his individual pattern. J 
i On the fourth day, five or more unrelated pictures are ·I 
j put on the flannel board. The youngsters developed a creati veil 
I ',,, story by using all the pictures. 
I " l=l'=p=== 
II 
I' 
II 
-
~ ---- ------·-
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First Day: 
(Teacher introduces the sound record.) 
11 Today, boys and girls, you are going to hear an unusual 
type record. (Do not give the title.) It is a record of com 
plete sounds. Listen carefully while the record is playing 
and be thinking of some object or person that you hear. Try 
to think of only one important thing. 11 
(Play the record.) 
After the playing, tell the children: 11 0n the piece of 
drawing paper, make a large. picture of the object that is in 
your mind. Do not put in details; we are going to be interes-
picture." 
(Play the record softly whil~ the children work.) 
11 Now class, let's have a game with our pictures. Let us 
call the game, Guess what I am! What you will do is act out 
. your picture and the rest of us will try and guess what your 
il picture is. 11 
Third Day: 
11 Today, class, we are going to write a short story about 
your piature. The picture will be an important part of your 
story. Remember that your story should have a place and time 
as well as characters. Make your story as exciting and 
I 
I 
1 
=====li===== 
I jl d 
I 
li 
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interesting as possible. 11 
"Do not worry about capitalization and punctuation, we 
will proo.f...:.read your story later. 11 
(Call on volunteers to read their stories.) 
·Fourth· Day : 
(Each picture should have a number on the back. From a 
I 
I 
II 
! 
i 
I 
I 
II 
·i 
j! 
box the teacher picks out .five numbers, similar to a ra.f.fle. I 
These numbers will select the .five pictures to be used in the 1 
group story.) 
non the .flannel board are .five pictures that were selec-
ted .fairly. All o.f these pictures are separate or not related 
to one another. Each can tell a di.f.ferent story, but today 
I 
I 
I you are going to put them together like a puzzle. You 
I will I! 
I try to write a story using all o.f the pictures as part 
I story. 
o.f your11 
I One picture can be an important part o.f the story 
I 
while another picture might be an unimportant part. I Letts see 
how well you can do. Maybe an. outline might help be.fore you 
write your story.n 
11Each group will have a secretary. Develop your outline 
and then your story. Give your ideas to the secretary. 
Please raise your hand when you have an idea to o.f.fer. 
get your ideas down in order. 11 
(Children write their group story.) 
Fi.fth Day: 
Try to 
(Children o.f each group will either read or act out thei 
story. The choice is up to the group. Accept and commend ea 
I 
I' 
I 
story.) ! 
----------· -------·---·------·--------·-----·-----··--·- . --·--··-·--·---------------------------··-------------------1--------
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Purpose~ 
The purpose of this lesson was to use descriptive words 
and phrases in creative writing ±hrough the use of music. 
Materials: 
l. Sounds of the Oarnival (Folkway Records) 
2. Edward Lear's Limericks 
3. Robert Frost's Stop~ing by Woods on a Snowy Evening. 
! II 
I 
II 
I 
I 
I 
i 
I 
i 
The chil- I 
dren were directed to write down the various sounds they heard! 
The simile was introduced to the class. The pupils developed ~~~ 
I as many similes as they could, using the sounds they heard. I 
Motivation: 
During.the first day, the record was played. 
I ' 1 On the second day, the limerick was introduced. The pu- I 
I pils used their similes as the first line of their limericks. I 
I simil:: ::e t:~::a::~, the pupils read their limericks and ~~ 
• I During the fourth day, the poem, Stopplng by Woods on a l 
Snowy Evening, was _read. A discussion followed on the differl 
ent feelings of the noem and why they got that feeling. 1 
.1:' il 
On the fifth day, each. child developed a story or poem. jl 
Each youngster tried to use interesting words or phrases to ~~i 
make their story or poem more colorful. 
First Day: I 
rtToday, I am going to.play another record. It is a com- I 
plete sound recording. Some sounds are weird and unusual. 
II 
I 
I 
Listen carefully and-write down the different sounds you hear.j 
................. __________________ : ............... 0:: ---=· =-=--=-=='=======-=--=-=-=--=======::==it==== 
\' 
! 
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Remember, you write down the sounds you think they are. Write 
, down as many as you are a;t>le. n 
I ;, 
,, 
II 
i 
I 
(Play the _record.) 
(Introduce the simile): 11Many authors and poets add 
iety to their writing by making interesting comparisons. 
I 
varl 
The !I 
poet Longfellow once compared stars to flowers, calling them 
the 'forget-me-nots of the angels.' Now you are going to I 
I 
write similes or comparisons of your own, using your list of I 
\ word~. 11 I I ! 
I (An example may be given--The buzz saw was like a snarl- I ~~ ing beast.) 'I 
I "Similes are usually introduced by such words as like or : 
as. 11 
Second Day: 
! 
(Review the definition of the word 11 simile. 11 Have the I 
pupils write as many similes as they can from their word list I 
i 
I 
i They do not have to use the complete word list.) 
(Ask if anyone would like to read their similes. Call o~ 
. II 
! 
I 
I 
volunteers; accept and commend each pupil.) 
Third Day: 
(Introduce the word 11 limerick 11 and its meaning.) I 
'I 
"A limerick is a nonsense poem o;f ;five lines in which th~~ 
first, second and fifth lines rhyme, and the third and the j 
fourth lines rhyme. 11 ! 
11 Today, we are going to use our similes as the first linEil 
of our limericks. 
some of the words. 
We might have to change the position of 
You may do this and it is often done in 
I 
i 
·==~=.=·-
i poetry. u 
I 
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I 
I (Read a :few o:f Edward Lear's Limericks. This will give 
I 
'the youngsters a clear picture o:f a limerick.) 
I 
''Show p.ow the limerick <h~E>~--a l-1-2-2-1 pattern. The num-l 
jbers representing the last word in each line o:f 
QChildren create as many limericks as they 
list o:f similes.) 
I 
a limerick. ) 11 
can :from their I 
I 
Q.Allow time :for some children to read their limericks . 
I 
.Accept and compli~n each one.) 
Fourth Day: 
11 Yesterday we wrote limericks and they are nonsense poems! 
Today, we are going to start on an entirely di:f:ferent poem. 
This poem will have some kind o:f :feeling you'll experience 
I 
I 
I 
I 
i 
while listening to music. Be:fore I play the record I' 11 read 
1
1 
some poems and try to sense the :feeling you get. Listen care-! 
I 
I :fully. 11 
I 
! I 
I 
(Read any poems you wish that express :feeling--an example l 
I would be Stopping by Woods on a Snowy Evening.) 
I 
(.Ask the :following general questions about the poems:) 
11What :feeling did you get? 11 
"Why did you get that kind o:f :feeling? tt 
".Are 
I :feeling? 11 
,,l nr am 
there any words in the poem that are clues to that 
going to play the same record you heard Monday. 
I a slip o:f paper write down the di:f:ferent :feelings that come 
I 
[ you as you listen to the record. 11 
l 
l 
! 
i 
I 
ll 
(Play the record and the children w~ite.) 
,I 
I! ,, 
'I 
I 
I 
i 
I 
I il 
on!l 
II 
toll 
II 
'I 
I 
II 
i": ... -.-, 
I! 
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rrToday, boys and girls, you are going to try to write a 
poem that expresses some kind of feeling you achieved while 
listening to the music. A poem does not have to rhyme at the 
end of each line, it can be a poem with blank verse." 
(Read an example of t~s kind of poem.) 
11 Do not worry about the length of the poem. 11 
(Play the record softly while the children create their 
original poems.) 
(Call on volunteers to read their poems. 
;I pliment each one.) 
Accept and 
I 
I 
I 
I! 
i! 
!\ li tl 
il II 
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I .... ·.·. t .. . . 
i I, j ..• 
Grade VI: Lesson VI 
I Purpose: 
I The :purpose of' this lesson was to develop a sense of' or-
\ ganization in creat;ive expression through the use of' music andl 
I 
I ) unrelated objects. I 
1 Materials: 
I 
I I i I 
I 
1. Bwana-a by Arthur Lyman (High-Fidelity Records) 
II 
l! 
2. Objects displayed on a table--shells, coral, rocks, 
I. 
I 
I I 
birds, shi:ps 
3. Pa:per and :pencil 
Motivation: 
their outline. They listed their main ideas in order while 
listening to the record. 
First Day: 
nclass, on the table are displayed certain items. 
each row to come u:p and examine the objects. 
will be concerned with your next story. 11 
II 
~ : 
. lllji 
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11 Today, I am going to :play a sound record. The objects I 
will be a clue to a good story, although they do not have to I 
be used in your story. After the record is over I would like 
you to make an outline. Your main topics will be characters, II 
I 
)
1 
:place, and a time. 11 I 
"Listen carefully, ·do not write until after the record i~ 
1
1
: over • " . 1
1 
. (~ay the record.) ~ 
(Children develop their outlines; if you wish, the recor1 
I
I I 
may be :played softly.) 
Second Day: 
11 Yesterday, you deve:J,o:ped half of your outline of your 
story. Today, you are going to complete your outline. You 
are going to list the main events in your outline. Be sure 
they are in order.n 
(Play the record.) 
I 
To- I 
(Children list their id~as; if you wish, the record may 
I be played.) 
------t 
I 
I 
II 
Third Day: 
"Boys and girls, you have your completed outlines. 
day you are going to change your outline into a story. 
it as exciting and interesting as :possible. 11 
(Each child writes his story.) 
Make , 
I 
I 
I 
I 
li 
.I 
·I 
il II 
----------------------11--------------
I 
l 
I 
i· I 
ij 
,, 
I 
I 
I 
I 
I 
I 
i 
I 
i 
I 
I 
I 
ll 
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I! 
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